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ABSURDUL §1MIZA PROTESTULUILUCID LA CAMUS 


Carmen Petcu 
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Abstract: Albert Camus is a refined philosopher in approaching the human condition and in rejecting 
any form of violence upon human existence. For Camus, violence is the absurd itself The absurd holds 
value significance, playing the role of an incontestable truth to be regarded as such in everything that 
we think or undertake. But the absurd depends on both the man and the world. The incompatibility 
between man and world makes the human condition paradoxical, in its singular relation with the 
absurd. Man should not be separated from the world or exiled in it, but kindred with it in order to affirm 
the liberty to change it. Man cannot heal and recover himself from the absurd by ignoring it, but by 
opposing it, struggling against his own limits. For Camus, lucidity is the capacity to perceive the 
dissonance between man's expectations and the world in which he belongs. It is a conscience of futility, 
and therein lies man's tragedy. The absurd is not only awareness of death, but also its denial; realizing 
the absurd is the most adequate expression of lucidity, whereas revolt is man's permanent effort to be 
lucid. The transition from the experience of the absurd to the requirement of revolt reflects, in essence, 
the becoming of solitary self into outward self, from selfish to altruistic, of man discovering his peers 
through love and cherishing them beyond any argument or effect of utility in interpersonal relationship. 

Keywords: human condition, man-world relationship, revolt, absurdity 


1. Bref historique des evenements qui ont precede le declenchement de la Guerre 
des Six Jours. Les evenements qui ont conduit au declenchement du conflit israelo-egyptien 
furent: la guerre de 1956, declenchee, elle aussi, par le „Pacte de Bagdad 1 * ", le refus des 

Anglais, des Francais et des Americains de financer la construction du barrage 
d'Assouan, V Egypte decidant la mise en place d’un blocus naval et aerien sur le golfe d’Aqaba 3 
et la nationalisation de la Compagnie universelle du Canal maritime de Suez, dont les 
actionnaires etaient les pays occidentaux, puis la signature d'un accord entre l’Angleterre et la 


1 Le «Pacte de Bagdad» est une alliance militaire conclue le 24 Fevrier 1955, au Moyen-Orient, entre FAngleterre, 

la Turquie, l'lrak, l'lran et le Pakistan. L’lrak etait le principal rival de l'Egypte, Nasser considerant le 

Pacte comme hostile. Par consequent, il conclut un contrat pour la fourniture d'armes avec l'U.R.S.S., qui soutenait 
a l'epoque les mouvements nationaux arabes. 
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France prevoyant d’attaquer les villes d’Alexandrie et du Caire, les accords politiques et 
militaires entre les Franqais et les Israeliens. 

Le colonel israelien a la retraite dr. Shaul Shay 2 avait affirme que: "Aujourd’hui, il ne 
fait aucun doute que l’U.R.S.S. avait ete celle qui avait cree la crise, laquelle finalement est 
devenue incontrolable et qui a conduit a l'eclatement de la Guerre des Six Jours. Le catalyseur 
de la crise fut l'information transmise par les Sovietiques aux Syriens et aux Egyptiens sur la 
concentration des forces de IDF/Tsahal (Force de defense de l’lsrael) sur la frontiere nord 3 ". 

Le 27 mai 1967, M. Zayyat, sous-secretaire d'Etat du Ministere des Affaires Etrangeres 
de la R.A.U. 4 , a envoye verbalement a l’ambassadeur de la Republique Socialiste de Roumanie 
au Caire, sur l’instruction du president G. A. Nasser, un message 5 sur les evenements du Moyen- 
Orient. 

Le message contenait des jugements favorables vis-a-vis de l'attitude du gouvernement 
roumain en relation avec les evenements au Moyen-Orient et rappelait egalement le soutien 
accorde par la Roumanie a l’Egypte en 1956 6 . 

On montre dans le message que meme apres 1956, la situation ne s’etait pas normalisee, 
que les autorites egyptiennes disposaient des informations selon lesquelles l’lsrael preparait une 
nouvelle attaque contre la Syrie pour renverser le gouvernement, le gouvernement de la R.A.U. 
decidant d’empecher l'agression d’Israel, exigeant aux forces FUNU 7 de l’O.N.U., stationnees 


2 Shaul Shay est un colonel reserviste dans les renseignements militaires et professeur a l’Ecole Lauder du centre 
interdisciplinaire de Herzylia d "Israel. 

3 La Revue d’histoire militaire, no. 3-4/2007, Le Processus de maintien de la paix dans le conflit israelo-arabe, 
44 p. 

4 La Republique Arabe Unie fut l'union entre l'Egypte et la Syrie entre 1958-1961, qui est ne le ler Fevrier 1948. 
Gamal Abdel Nasser a ete nomme president de la R.A.U. le 5 Fevrier 1958. Apres le coup d’Etat des jeunes 
officiers en Syrie le 29 Septembre 1961, la Syrie a quitte l’union. Entre 1958 et 1961, l'Egypte, la Syrie et le 
Yemen ont forme une confederation appelee les Etats Arabes Unis, l'Egypte etant toujours officiellement connue 
comme la Republique Arabe Unie (R.A.U.) jusqu'en 1971. 

5 Les Archives du M.A.E., Fonds Egypte, Dossier no. 224/1967/R.A.U., la Verne Direction, Dossier 11, Le Conflit 
arme israelo-arabe - La Position de la Republique Arabe Unie communiquee officiellement a la partie roumaine. 

6 La crise politico-militaire a eclate comme une consequence directe de la decision de Gamal Abdul Nasser du 26 

Juillet 1956 a nationaliser le Canal de Suez au milieu du rejet americano-britannique de l'offre pour la construction 
du barrage d'Assouan. La Crise de Suez, connue comme la Guerre de Suez ou de Guerre de 1956, l'Agression 
tripartiteja Guerre du Sinai ou la Guerre de Suez-Sinai, la Guerre israelo-arabe de 1956, La deuxieme guerre 
israelo-arabe. La campagne de Suez, La campagne du Sinai', L ’operation Kadesh ou L ’operation Mousquetaire 
se refere a l’attaque de l'Egypte par la France et la Grande-Bretagne - pour reprendre le controle du Canal de Suez 
- et Israel, qui demendait la cessation des attaques des unites irregulieres egyptienne "fedayn"/"feddayn"/"fedday" 
(en arabe fidd ’iyin qui signifie « ceux qui sont prets a se sacrifier pour Allah ») contre les colonies 

israeliennes et contre la population civile israelienne et aussi pour respecter le droit de la navigation des navires 
israeliens par le Canal de Suez. 

7 Les Forces de la FUNU (Force d'Urgence des Nations Unies) etaient des contingents sous l'egide des Nations 
Unies, stationnant a la frontiere entre l'Egypte et l’lsrael, afin de maintenir la paix. Par la demande de retraite de 
la FUNU, la R.A.U. a exerce son droit a la souverainete sur son propre territoire. 
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a la frontiere egypto-syrienne et dans la Bande de Gaza, de quitter le territoire de la R.A.U. 
disposant, aussi, en conformite avec ses droits, la fermeture, par des moyens militaires, du 
Golfe d'Aqaba 8 et la defense du passage des navires israeliens ou de n’importe quels navires 
avec des produits strategiques avec destination 1’Israel. Cette decision prise par G. A. Nasser 9 
a cause a Israel de grandes pertes economiques parce que la plupart de ses routes commerciales 
passaient a travers le Golfe d’Aqaba. 



Image 1. Gamal Abdel Nasser 

Ensuite, la concentration de troupes egyptiennes dans la Peninsule du Sinai et 
l’evacuation des troupes de la FUNU stationnees dans cette region et dans la Bande de Gaza 
ont ete en mesure d’accroitre au maximum la tension entre l'Egypte et l’Israel. Le retrait des 
troupes de la FUNU, troupes qui y stationnaient avec le consentement de l’Egypte, a ete, pour 
l’Israel, comme un signe que Nasser se preparait a la guerre. 

Le point culminant des evenements qui ont declenche la Guerre des Six-Jours a ete 
represente par la joumee du 23 mai 1967, lorsque le president egyptien Nasser a annonce la 
fermeture des detroits maritimes de Tiran seulement pour les navires transportant en particulier 
du petrole envers l'Etat israelien. 


8 L'entree du Golfe d'Aqaba se trouvait dans les eaux territoriales communes de la R.A.U. et de l'Arabie Saoudite. 
En tant qu'Etat cotier, la R.A.U. avait le droit, en vertu des normes internationales, d' imposer des restrictions sur 
la navigation par l’etroit detroit de Tiran concernant le transport maritime envers n’importe quel pays hostile 
considere en etat guerre avec la R.A.U. 

9 Gamel Abdel Nasser ou Gamal ‘Abd al-Naser "Gamal Abdul Nasir" (en arabe «protecteur» JW- 4; * >-= C II) 
ne le 15 janvier 1918- d. le 28 septembre, 1970) fut un officier et le Premier ministre de l'Egypte (1954- 1956), 
president (1956-1970) et chef de la Republique Arabe Unie (1958-1961). II a mene deux grandes guerres avec 
Tlsrael en 1956 et 1967. 
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Se referant a ceux discutes lors d'une reunion de l'etat-major israelien a Tel-Aviv, le 
Ministre de la Defense, Moshe Dayan 10 ) a mentionne dans ses memoires: «J’ai declare qu’il 
faudrait intervenir militairement sans aucun retard. Si le gouvemement prend cette decision 
lors de sa reunion prevue pour dimanche, le 4 juin, on devrait frapper le lendemain, le but de 
faction etant de detruire les forces egyptiennes massees dans la zone centrale du Sinai ", en 
precisant aussi, qu’a son avis, la campagne militaire durerait entre trois et cinq jours * 11 ). 



Image 2. Moshe Dayan 

2. La chronologie du conflit militaire israelo-arabe. Dans la matinee 
du 5 juin 1967, a 7:45 heures, en etant pris par surprise, dans une atmosphere de 
confusion generate 12 , l'Armee de l’Air israelienne a attaque simultanement onze aerodromes 
militaires et les stations radar associes, en detruisant a terre une grande partie des avions 
militaires egyptiens. 



1010 Moshe Dayan ou Moshe Dayan (en hebreu: T”7 ( ne le 20 mai 1915 - d. le 16 octobre 1981) fut un 

general et un homme politique israelien. 11 a ete Chef d'Etat-major de 1'armee israelienne dans la periode 1953- 
1958 et le ministre de la Defense en 1967. 

11 CRACIUN IONESCU, Zile Fierbinti in Orient (Des journees chaudes en Orient), Editura Politica, Bucuresti, 
1988, 312-313 p. 

12 Ibidem, 316-317 p. 
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Image 3.Avion militaire egyptien ecrase au sol 



Image 4. Blindes israeliens 


En meme temps, les blindes israeliens ont engage des affrontements dans les zones de 
delimitation divisant l'lsrael - la R.A.U. et l’Israel - la Syrie. 

Autres pays arabes comme la Syrie et la Jordanie, ont declare la guerre a l’Etat d’Israel. 

Le 6 Juin, les troupes israeliennes ont occupe la Bande de Gaza, des unites de chars 
israeliens entrant dans la Peninsule du Sinai. 

Le 7 Juin, Israel a conquis la rive gauche du Jourdain et la partie orientale de Jerusalem, 
laquelle, le 27 Juin 1967, sera annexee a Israel. 

Le 8 Juin, les chars israeliens ont atteint le Canal de Suez. Bien que les forces armees 
egyptiennes etaient numeriquement bien superieures a celles israeliennes de la zone de conflit, 
l'Egypte se rendit. 

Le 9 Juin, l’Israel a attaque la Syrie, en gagnant une partie majeure du Plateau du Golan, 
y compris la ville de Quneitra (A1 Qunaytirah'). 

Gamal Abdel Nasser, le president de l'Egypte, le heros du panarabisme, humilie, a 
resigne, en revenant ensuite sur la decision prise, apres des manifestations massives en sa 
faveur. 

La date de 10 Juin a marque la cessation des hostilites. 

3. La balance des forces enregistrees apres la fin de la Guerre de Six Jours. 

Au cours de la Guerre des Six Jours, l’lsrael a occupe une surface de terre presque 
quatre fois plus grande que son propre territoire: l'ensemble de la Peninsule du Sinai avec ses 
exploitations petrolieres sur la Mer Rouge, la zone Gaza de la Mediterranee, les Hauteurs du 
Golan, la rive occidentale du Jourdain. 
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Parmi les pertes subies par l’armee egyptienne, nous rappelons environ 10.000 morts, 
tandis que l’armee israelienne avait eu sur les trois fronts, seulement 800 morts. 

L'aviation militaire de l’Egypte, de la Syrie et de la Jordanie, ainsi qu’un nombre 
significatif de chars avaient ete detruits par les israeliens. 

La plus courte guerre de l’histoire du monde, sauf celle de 45 minutes entre 1’Angleterre 
et le Zanzibar, a provoque un nouvel exode: environ 400.000 Palestiniens ont trouve refuge en 
Jordanie. 

Certains analystes militaires disent que la Guerre des Six Jours a eclate au milieu d’une 
serie d’erreurs 13 commises en particulier par le dirigeant egyptien Gamal Abdel Nasser. II avait 
declare que son pays vise a liquider l'Etat d’Israel. 

La position de l’U.R.S.S. avait ete ambigue avant de l’eclatement de la guerre. Apres le 
declenchement de la Guerre des Six Jours, les pays du Pacte de Varsovie 14 , a l’exception de la 
Roumanie, ont condamne l'agression israelienne. La position de la Roumanie qui entretenait 
des relations politiques et diplomatiques avec 1’Israel et qui avait adopte en 1964 la soi-disante 
((Declaration d’Independance» dans la politique etrangere, a ete interprets, par l’Union 
Sovietique, comme un defi. L’Union Sovietique a explique la position de la Roumanie par 
l’interet de celle-ci que FIsrael et les Etats-Unis soutiennent la candidature de Corneliu 
Manescu 15 a la presidence de FAssemblee Generale de l’Organisation des Nations- Unies, 
celui-ci devenant, en 1967, le premier president de FAssemblee Generale de l’Organisation des 
Nations- Unies qui provenait d'un Etat communiste. 


13 HENRY LAURENS, Erreurs tactiques, choc de strategies en: Le Monde diplomatique, juin 2007. A y voir 
aussi la, la critique des theories critiques qui responsablisent pour le declenchement de la guerre soit seulement 
l'Egypte, qui avait surestime son potentiel militaire, aspirant a la destruction finale de FIsrael, soit seulement 
FIsrael qui aurait profite des circonstances pour justifier diplomatiquement la deuxieme phase d'expansion 
sioniste. 

14 "Le Pacte de Varsovie" ou "Le Traite de Varsovie", officiellement appele "Traite d'amitie, de cooperation et 
d'assistance mutuelle" etait une alliance militaire de pays de l'Europe de l'Est et du Bloc de l'Est, qui voulaient se 
defendre contre la menace perpue de la part de l'alliance de l'OTAN (qui a ete fondee en 1949). 

15 Corneliu Manescu (ne le 6 fevrier 1916, a Ploiesti - d. le 26 juin 2000, a Bucarest) fut un homme politique 
roumain, ministre des Affaires etrangeres de la Roumanie. Manescu etait celui qui a dirige les delegations 
roumaines a toutes les sessions de FAssemblee Generale de l’Organisation des Nations-Unies depths la XVIeme 
session en 1961. Depths 1962, il etait a la tete de la delegation roumaine au sein du Comite des 18 nations, etant 
en charge du desarmement et d'autres conferences internationales . Le 19 septembre 1967, il a ete elu president 
de la XXII eme session de FAssemblee Generale des Nations Unies. Pour la premiere fois, un representant d'un 
pays socialiste a ete elu a ce poste. Manescu etait un membre du Parti Communiste Roumain depuis 1936. 
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Image 5. Corneliu Manescu 


Apres la Guerre des Six Jours, l’Israel a lance l’ouverture d’une ligne diplomatique par 
le biais de la Roumanie avec la Republique Populaire de Chine. C’est le moment quand, pour 
la Roumanie, on parle d’une periode de degel des relations avec l’Occident 16 . 

Le 23 Juin 1967, le Premier ministre Maurer 17 a ete invite a soutenir a l’O.N.U. un 
discours sur la situation du Moyen-Orient. Et de la, trois jours apres, il etait l’invite de Lyndon 
Johnson 18 et de Dean Rusk, secretaire d’Etat, a la Maison Blanche. Dans la conversation avec 
le president americain, Maurer a ete categorique, rendant responsables les sovietiques pour 
avoir provoque le conflit au Moyen-Orient en s’immisciant dans les affaires interieures des 


16 SERB AN CIOCULESCU, Rdzboiul de §ase Zile (La Guerre des Six Jours ), en Magasin Historique (le resume 
de la communication du General de Division Dr. a la retraite Mihail E. Ionescu ), mai 2007, p. 38-39. 

17 Ion Gheorghe Maurer (ne le 23 septembre 1902 , a Bucarest - decede le 8 fevrier 2000 1 etait un avocat et homme 
d'etat roumain . Apres la Seconde Guerre mondiale , il deviant membre du Comite Central du Parti des travailleurs 
roumains et prend plusieurs fauteuils ministeriels dans le nouveau gouvernement communiste roumain . Il soutient 
la politique nationaliste de Gheorghe Gheorghiu-Dei et devient ministre des Affaires etrangeres en 1957 pendant 
deux ans. Il accede a la tete de l'etat comme president de la Grande Assemblee Nationale de 1958 a 1961 , puis 
premier ministre de 1961 a 1974 . 

18 Lyndon Baines Johnson /Lyndon B. Johnson connu sous ses initiales LBJ (ne le 27 aout 1908 - d. le 22 janvier 
1973) etait le trente-septieme vice-president et le trente-sixieme president des Etats-Unis ( 1963 - 1969 ). 
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pays arabes. Ce fut l’occasion des hotes pour solliciter a la Roumanie de l’aide dans la 
mediation de relations americaines avec la Chine. 

Image 6. Israel avant le 10 Juin 1967 Image 7. Israel apres le 10 Juin 


1967 


En ce qui concerne le melange sovietique dans le conflit du Moyen-Orient, Moshe 
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Dayan a ecrit: "Les Russes ont mis de l'huile sur le feu. Le 12 mai 1967, un agent de 
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renseignement sovietique a l'ambassade au Caire a envoye au renseignement egyptien "la 


confirmation" du rapport syrien sur le demenagement des troupes israeliennes a la frontiere 


avec la Syrie. Le lendemain, le president sovietique Nikolai Podgornii a repete cela dans sa 
conversation avec Anwar Sadate (compagnon proche de Nasser), qui vient de visiter Moscou 19 . 


4. Le role de l’activite de la diplomatie roumaine pendant et apres la guerre 
arabo- israelienne du juin 1967. 

Avant le debut du conflit militaire entre les pays arabes et l’Israel, le 31 mai 1967, 
Nicolae Ceau§escu 20 , secretaire general du Comite Central (C.C.) du Parti Communiste 


19 MOSHE DAYAN, Istoria viejii mele (Histoire de ma vie), Editura Enciclopedica, Bucureqi, 2001, 283 p. 

20 Nicolae Ceau^escu (ne le 26 janvier 1918, Scornice^ti -d. le 25 decembre 1989, Targoviqe) fut un politicien 
communiste roumain, le Secretaire General du Parti Communiste Roumain, chef d’Etat de la Republique 
Socialiste de Roumanie de 1967 jusqu’a la chute du regime communiste le 22 decembre 1989. 
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Roumain (PCR), declarait que: „un conflit arme entre les Etats arabe et l’Israel ne servirait ni 
a une partie ni ou l'autre”, en esperant que „les questions litigieuses seront resolus par le biais 
de la comprehension entre les parties, qu'on atteindrait de accords rationnelles et equitables qui 
tiennent compte des droits legitimes des peuples concemes 21 .” 

Dans un extrait de 1’information de 1’office de la Republique socialiste de Roumanie de 
Budapest 22 le 20 Juin 1967, l’Ambassadeur de la R.A.U., Abdul F. Fonab, a remercie, disant 
que „la position realiste de Roumanie face aux questions intemationales, en general, y compris 
au conflit israelo-arabe est bien connue”, qu’il „apprecie cette position”, mais qu’il voudrait 
connaitre „quelles sont les causes pour lesquelles la delegation roumaine n'a pas signe la 
declaration de Moscou, meme si elle a participe a la conference respective des pays socialistes 
europeens”. 



Image 8. Les pourparlers roumano-sovietiques sur le conflit arabo-israelien de 1967 
Ion Gheorghe Maurer (a gauche) et Nicolae Ceau§escu (au milieu) 


L’ambassadeur de la R.A.U. a souligne qu’ ”il comprend la manque de signer la 
declaration de Moscou comme une expression de la position originale et independante de la 


21 NICOLAE CEAUSESCU, Romania pe drumul desavarflrii construcjiei socialiste (La Roumanie sur la voie 
de la perfection de Vedification socialiste), vol. 2, Editura Politica, Bucuresti, 1968, 324-325 p. 

22 Les Archives du M.A.E., Fonds Egypte, Dossier no. 224/1967 / R.A.U., la Veme Direction, Dossier II, Le 
Conflit arme israelo-arabe - Extrait de I'information de Voffice de la Republique Socialiste de Roumanie de 
Budapest - La conversation de I'ambassadeur D. Turcn$ avec Vambassadeur de la R.A.U., A.F. Fonab le 20 juin 
1967. 
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Roumanie envers les pays arabes.” Abdul Fonab a parle de l’importance de ,,1'unite de tous les 
pays socialistes, la seule force qui pourrait endiguer les actions agressives de l’imperialisme”. 
En ce qui concerne le conflit israelo-arabe, il a precise que la partie arabe a voulu seulement 
„resoudre les problemes des refugies arabes de Palestine et le respect de l'armistice de 1949". 
En parlant de fUnion Sovietique, il l’a accuse qu’elle s’etait situee, envers les pays arabes, sur 
un pied d'egalite avec les Etats-Unis. 

Dans son discours livre lors de la session speciale de F Organisation des Nations-Unies, 
le president du Conseil des Ministres de la Roumanie, Ion Gheorghe Maurer, disait que notre 
pays s’est prononce pour des pourparlers israelo-arabes. 

Dans un telex re?u de l’ambassade de Roumanie a Tokyo, se montra le fait que le 
Premier Ministre de la Roumanie a l’epoque avait appele les Arabes et les Israeliens a resoudre 
les differends par des negociations directes, celui-ci declarant que „la communaute 
intemationale est charge de creer un climat dans le cadre duquel un tel dialogue peut avoir lieu 
a l’avenir 23 ”. 

5. Conclusions 

Le blocus militaire du Golfe d’Aqaba qui a cause de grandes pertes economiques a l’Etat 
d’lsrael ou la demande du retrait des troupes de la FUNU stationnees dans la Peninsule du Sinai 
a ete consideree comine la principale erreur commise par le president egyptien Gamal Abdel 
Nasser, erreur qui a genere, en juin 1967, le declenchement de la Guerre des Six Jours. 
L’attaque eclair de l’armee israelienne contre les bases militaires aeriennes et terrestres 
egyptiennes, en particulier contre les aeroports militaires, ont annihile la capacite de defense et 
de reponse de l’armee egyptienne dans ce conflit. De meme, des attaques similaires ont ete 
declenchees aussi contre la Syrie. Finalement, Flsrael a obtenu une victoire totale contre la 
coalition arabe en seulement six jours, sans aucun soutien de la part des pays occidentaux. Pour 
FUnion Sovietique en tant qu’allie de l'Egypte, cette situation a ete une catastrophe politique. 
La defaite ecrasante de son allie egyptien a ete caracterisee a l'epoque comme un «coup dur» 
re^u par la politique expansionniste sovietique au Moyen-Orient. Dans ces circonstances-la, 
Moscou, pour maintenir son influence dans la region, a du accorder, par la suite, l’aide 
economique et militaire a l'Egypte, mais a des couts beaucoup plus eleves. Malgre les pressions 


23 Les Archives du M.A.E., Fonds Egypte, Dossier no. 224/1967 / R.A.U., la VI eme Direction, Dossier II, Le 
Conflit arme israelo-arabe - Commentaires des medias japonais du 24 juin 1967 concernant le discours livre a 
I'ONU par le president du Conseil des Ministres de la Roumanie, Ion Gheorghe Maurer (telex regu de V 
ambassade de la Roumanie a Tokyo), juin 28, 1967, 1 p. 
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exercees par l’Union Sovietique et par les autres pays du «camp communiste», la Roumanie 
communiste n’a pas rompu les relations diplomatiques avec l’Etat d’Israel, lancant un appel 
international pour un reglement pacifique du conflit arabo-israelien. Bucarest a ete demande 
par la diplomatie israelienne a faire des efforts soutenus pour determiner la partie arabe de 
participer aux negociations de paix. 

Je considere que la position d’une veritable neutrality diplomatique adoptee par la 
Roumanie vis-a-vis de la Guerre des Six Jours a conduit a un refroidissement des relations de 
la Roumanie avec l’Union Sovietique. Neanmoins, le grand benefice de la diplomatie roumaine 
de cette epoque-la fut celui du renouveau des relations diplomatiques avec l’Etat d’Israel et 
les Etats-Unis sans compromettre, pourtant, cedes avec les Etats Arabes et cedes avec la Chine. 
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AUTONOMIA ESTET1CULU1,1.L.CARAGIALE SIL.NEGOITESCU 


Mircea A. Diaconu 

Prof., PhD, ’’Stefan cel Mare” University of Suceava 


Abstract: Fragment dintr-un cercetare mai ampla, studiul supune a ten (id interpretarea pe care I. 
Negoifescu o formuleaza in legatura cu opera dramaturgului I.L.Caragiale. Acest fapt este relevant 
pentru felul in care poate fi infeleasa depafirea viziunii formulate de E. Lovinescu, caruia Negoifescu 
ii este discipol, despre autonomia esteticului. Astfel, asemenea confrafilor din gruparea Euphorion, 
fiindpreocupat de angajarea in estetic a unei viziuni asupra existen(ei, Negoifescu ajunge la o estetica 
ce poate fi asociata criticii lui Constantin Dobrogeanu-Gherea, cel care in spafiul romanesc este 
teoreticianul ideii ca literatura e angajata in transmiterea unei tendinfe sociale. In realitate, 
Negoifescu, asemenea lui Lovinescu insu,fi, militeazd pentru o literatura care, angajind o etica, se 
inscrie in coordonatele civilizafiei europene fi valorilor ei. 

Keywords: Autonomia esteticului, I. Negoifescu, I.L.Caragiale, euphorionism 


Considerat cel mai lovinescian dintre critici, Negoifescu - care isi asuma acest statut - 
realizeaza, prin euphorionism, o depa§ire a autonomiei esteticului, o depa§ire care inseamna §i 
o incorporare a lui. Noua pozific se releva §i in felul lui Negoifescu de a-1 interpreta pe 
Caragiale, care-1 aproprie extrem de mult, paradoxal, de ideologia angajanta ideologic a lui 
Dobrogeanu-Gherea. De altfel, o intrebare implicita privcstc chiar sensul ascuns pe care-1 
putem identifica in viziunea lui Lovinescu despre autonomia esteticului. Inainte de toate ne 
intereseaza cum e posibil ca Negoifescu sa depa§easca ceea ce pare o contradicfie de fond. 
Asadar, ca exeget al lui Agarbiceanu, Negoifescu nu mai este deloc susfinatorul unei puritafi 
absolute a esteticului. in fapt, nici Lovinescu nu era, chiar referindu-se la scrierile prozatorului 
ardelean. 

Valori estetice, a§adar? Valori estetice pe care Negoifescu le-a depart? O plasare in 
chiar miezul esteticului §i, in acclasi timp, in afara lui?! Aici intervine toata discufia despre 
euphorionism, pe care o releva corespondenfa lui Negoifescu cu Radu Stanca (avem in vedere 
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volumul I. Ncgoi(cscu, Radu Stanca - Un roman epistolar, Editura Albatros, Bucurcsti, 1978) 
si citeva dintre scrierile lui Nicolae Balota, concept caruia timpul i-a cenzurat cxisterna. Pentru 
tinerii accstia fascinat) de ironia tragica a romanticilor germani, pentru tinerii accstia care 
traiesc in orizont cultural §i estetic, esteticul nu e o valoare in sine; el este fundamentat de 
superbia propriei iluzii, a con§tiin(ei ei. Intr-o scrisoare din 1945, Negoi|escu nota: „Ceea ce 
ne face asemanatori (pe noi din Cere) romanticilor germani, adica mai precis grupului surprins 
de cartea admirabila a Ricardei Huch, e ironia noastra, dar si mai accentuata, caci la noi nu e 
numai ironia fa(a de lume, ci ironia fa(a de noi inline, teribila, devoratoare, dar delicioasa”. La 
drept vorbind, e incorporate in trairea estetica chiar aceasta de§ertaciune superba din ironia 
romantica. Dar decantarile merg §i mai departe. Pe 28 aprilie 1946, Negoi(escu scrie: „Defini(ia 
lui Schiller mi-a placut, caci raspunde tending tot mai vii ce o avem (§i care in fond e acccasi 
ce ne anima pe noi la Sibiu) de a da operei de arta dimensiunea «celeilalte valori» - daca ip 
place expresia... Caci valoarea estetica de abia atunci i§i descopera semnifica(iile ei multiple, 
cind traie§te in concubinaj cu alta. lata de ce tragicul, cum spune amicul nostru comun Schiller, 
nu exista decit acolo unde exista moralul”. 

La citeva luni, pe 3 iunie 1946, lucrurile par sa se clarifice, iar cuvintul Euphorion 
devine emblematic pentru viziunea despre estetic a lui Negoi(escu, care ii scria lui Radu Stanca: 
„Euphorion e un simbol bogat si cerchist. El simbolizeaza tot ce e nou pe plan spiritual («Poezie 
in sine», fara timp, loc si persoana, cum spune Goethe intr-o convorbire cu Eckermann), 
romantismul ca §i Rcvolupa franceza. intr-o cxplicapc data lui Eckermann, Goethe 
marturiscstc intcnl,ia initials de a-1 face pe Euphorion sa culeaga roadele unui deznodamint 
fericit, §i a fost impiedicat numai de impresia profunda ce i-a produs-o moartea lui Byron la 
Missolonghi. De aici, consecinle cu tile. Ca fiu al Elenei §i al lui Faust, in Euphorion s-au 
contopit spiritul grecesc, apolinic (limitele, ordinea elina) §i fausticul modern al europeanului, 
adica dinamismul, avintul nesabuit. Preponderind acesta din urma, Euphorion e rninat spre 
dezastru. // In introducerea mea (la revista pe care o proiecta si care urma sa se numeasca 
„Euphorion”, n.n.), eu voi propune ca tinta a noastra pe acel Euphorion initial al lui Goethe, in 
care s-au armonizat ordinea, masura, regula greceasca §i fausticul -romanticul germanic. Toate 
decaderile romantice contemporane, semne ale crizei si dezastrului, cum naturalismul §i 
suprarealismul etc. Sint consecin(ele acelei rupturi din Euphorion. Noi sa propune restaurarea 
goetheana. Poezia Cercului e pe aceasta linie. Iar delimitarile noastre intre genuri §i intre valori 
au acela§i sens” (32-33). 
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Pe 7 august 1947, Negoilescu conchidea ca „pentru pozi^ia noastra cerchista”, scrierile 
estetice ale lui Schiller „au o important extraordinary, prin accentul moral al esteticii 
schilleriene : a§a cum viziunea noastra estetica trebuie sa fie o viziune morala”. §i totul dintr-o 
intclcgcrc care implica sincronizarea si inscrierea in etosul si contemporaneitatea europeana. 

intre Negoilescu §i prietenul sau Radu Stanca, om de teatru care se pregatea sa puna in 
scena O scrisoare pierduta de I.L.Caragiale, are loc un schimb de replici despre sensurile 
operei marelui dramaturg. Henneneutica articulata aici pune in cvidenta o viziune despre 
estetic in coordonatele euphorionismului. Precizeaza Negoiicscu pe 13 august 1947: „Sincer 
ma indoiesc ca Scrisoarea pierduta ar fi depart un mare succes de sezon la Berlin (ceea ce nu 
scade nimic din marcpa estetica pura a lui Caragiale, dar atita timp cit operele literare romancsti 
nu vor presupune - chiar §i cind lucrul nu se declara cu ostentapc - marile dimensiuni ale 
moralului - tragicului - sublimului - religiosului - misticului, ele nu vor intra in con^tiinta 
permanenta a publicului european”. §i Negoiicscu insista pe aceasta tema in acccasi scrisoare: 
„pentru noi Caragiale poate ramine clasic si vcsnic actual, caci sufletul nostru e astfel alcatuit 
ca §tim trai numai pe o singura coarda, cea estetica, dar occidentalul european (de altfel, ca §i 
rusul) nu rezista decit la valoarea estetica conjugata cu altele, care de-abia ele sa-i dea adincime 
si scmnilica(ic durabila”. 

Nuan(cle interpretarii lui Negoiicscu pe tema Caragiale se dezvolta in alte scrisori. La 
un moment dat (pe 13 august, 1947), e invocat Schiller, cu Scrisori asupra educafiei estetice a 
omului, din care Negoiicscu reline ideea ca „moravurile lin de estetic” (p. 104). Altcindva, pe 
17 septembrie 1947, ideea e dezvoltata: „Sint de acord cu aprecierea ta, ca in Caragiale se 
uncstc lumea moravurilor cu cea estetica §i deci e depart esteticul pur. Ca e vorba numai de 
moravuri sub unghi estetic si nu de morala, se vede §i din faptul ca pe eroii caragiale§ti (pe care 
tu incerci acum, pe drept cuvint, sa-i prczinU antipatici, chiar odiosi) nu-i a§teapta nici o 
pedeapsa, ci ramin in estetic indiferent”. 

Ciudat cum, dintre exege(ii lui Caragiale, nimeni n-a luat in serios opiniile lui 
Negoilescu. Dar, dincolo de cit de mult sau de pu(in spun ele despre Caragiale, ele releva nu 
numai preocuparea lui Negoilescu de a rasturna cu o libertate maxima cliscclc, ci o viziune 
asupra artei §i esteticului. Altfel, lui Caragiale i se repro§eaza explicit (cam cum o facea 
Gherea) abserUa unei perspective moralizatoare, raminerea in pur estetic. lata cum continua 
Negoilescu: „Aceasta indiferenla estetica a lor, dinafara si moral privita, e imorala [...]. Deci 
salvarea teatrului caragialesc trebuie sa vina, a§a cum faci tu, din moralitatea viziunii de 
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inscenare, deci din afara operei caragiale§ti. Tu vei prezenta opera lui Caragiale §i prin viziunea 
ta o vei face morala. // Ma indoiesc ca poate avea vreo semnincape reala fluieratura de la 
premiera Nop(ii furtunoase, cum ma indoiesc ca acpunea scolii sa fi fost atit de puternica incit 
doar prin amoralitatea lui Maiorescu, care a impus acest punct de vedere, sa primim fara 
antipatie decenii de-a rindul ace§ti eroi condamnabili. Mai degraba, interpretarea maioresciana 
s-a impus fiindca era fireasca sufletului estetizant. Fa-o, asadar, sa nu mai fie fireasca!”. §i mai 
departe: „Tocmai in moral e omul mai liber, e omul fa|a in fata cu centrul structurii sale 
axiologice. [...] Moravurile nu pot deveni decit estetice, caci valoarea sociala imi pare, cum am 
spus, capabila de a se transforma in valoare estetica”. 

in fapt, cam aceea§i este opinia lui Nicolae Balota, euphorionistul par excelleance, 
despre Caragiale, total ignorata de critica literara. Ceea ce i-ar caracteriza pe scriitorii munteni, 
spune Balota intr-o incercare de tipologizare cu care incepe capitolul despre Pavel Dan din De 
la Ion la Ioanide, este „estetismul (cu toate formele pseudo-estetismului)”. §i exemplificarea e 
urmatoarea: „Cei doi Caragiale nu sint nici pe departe - in acest, sens, fundamental, al prozei 
muntene - atit de dcpartap unul de altul, pe cit se pare. [...] Dar a avea patima stilului, a 
cuvintului in sine (in mod egal pasionant, fie ca i§i ia zborul de pe buzele unui moftangiu ori 
ale unui rafinat) implied o non-identificare estetica cu cele spuse, cu cele implicate in cuvint. 
Aceasta non-identificare poate fi ironica distan(are (I.L.Caragiale)”. 

Doar ca, revenind la Negoitcscu, in cele din urma pozipa lui se apropie riscant de mult 
de aceea a lui Gherea. in Istorie, dincolo de citeva observapi de finc(c referitoare la acest 
„obsedat artizan al cuvintului” care era Caragiale, Negoi(cscu aduce in discu(ic estetismul 
dramaturgului: „Cinism? Cinic era de buna seama autorul marioneteleor exuberante si cretine 
din D-ale carnavalului, aceasta commedia dell’arte bastinasa. Oricum, cinismul caragialian se 
implctcste cu estetismul sau - atrac(ia formelor si stilurilor, in care nu profunzimea vederilor 
conteaza, ci variabilitatea lor, iscusirpa de a le alterna”. Si, finalmente, ca o consccinta a 
estetismului, impactul nefast asupra societapi romanesti: „Caci, oricit ar detesta politic lumea 
creapei sale antiutopice, estetic, Caragiale se lasa cu deliciu corupt de ea si astfel, prin empatie, 
literatura lui devine, din adversara, complice cu antiutopia, influcnpnd in rau pe romani. Risul 
caragialian ataca nu numai pe adversar, ci §i capacitatea morala a emitentului sau - §i poate in 
aceasta consta cinismul unui scriitor atit de agreat §i atit de pro mi tat or pentru noua critica 
romaneasca”. 
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Este cam ceea ce avea sa spuna la un moment dat Nemoianu. intr-o intcrvcnpc dintr-o 
ancheta a revistei „Vatra” pe tema actual ita(ii lui Caragiale, Virgil Nemoianu afirma: „Ramine 
insa in picioare faptul (cu regret fie spus) ca impactul public al lui Caragiale asupra 
imaginarului romanesc este nesanatos. Tocmai pentru ca acesta scrie de fapt iertator §i jucau§, 
cititorii se simt indreptatRi in optiunca lor spre cinism, spre relativism, spre indifcrenta, spre 
nivelarea virtuplor si viciilor”. 

Or, faptele descind, cu toate ocoli§urile parcurse intre timp, din Gherea, care ii repro§a 
lui Caragiale, in termenii lui Richard Rorty, ca nu e un metafizician, ci un ironist §i ca opera 
lui nu are asupra publicului acea influenza care se cere unei opere literare: „Caragiale ne da un 
fragment din via(a reala. Aceasta via(a il face sa rida, si la rindul lui, prin talentul sau, ne face 
sa ridem hnpreuna cu el. O data ce aceasta via(a confine anomalii grave, cautind, le vom 
descoperi atit pe dinsele, cit §i dureroasa lor insemnatate. // Dar autorul nostru nu da anomaliilor 
acea insemnatate ce le-o dam noi. El ride §i ride cu pofta, nu se simte nici amaraciunea, nici 
revolta in risul lui, §i de aceea risul lui nu poate sa aiba acea adinca seriozitate, acea mare 
insemnatate sociala pe care ar putea sa o aiba, daca autorul nostru ar ride cu acclasi talent, dar 
patruns de un ideal social inalt. [...] Idealul social calauzestc satira artistului, indreptindu-i risul, 
facind ca acest ris sa fie mai serios, mai amar, facind sa arda mai tare, sa arda acolo unde sa fie 
ars. D-l Caragiale e indiferent in materie de politica sociala; el n-are acest inalt ideal 
trebuincios, ceea ce scade in parte insemnatatea satirei sale”.Cu atit mai interesant ca drept 
model de ideal social in satira e invocat Voltaire, un iluminist. Veacul al optsprezecelea ar fi 
fost numit veacul lui Voltaire tocmai datorita idealului inalt din opera sa. Or, Caragiale e, din 
acest punct de vedere, un anti-iluminist. in locul oricarui fel de militantism, placerea, 
relativizarea, ironia. 

Oricit ar parea de paradoxal, o intrebare se impune: ideile acestea despre Caragiale, ale 
lui Negoifescu, ale lui Balota, ale lui Virgil Nemoianu, nu-si vor fi avind radacinile (oricit de 
ascunse) in E. Lovinescu?! in fond, pe ce se bazeaza verdictul negativ dat de Lovinescu operei 
lui Caragiale §i lui Eminescu? Lipsa lui Lovinescu de sensibilitate pentru Eminescu sau pentru 
Caragiale are la baza poate tocmai o ie§ire din estetic; mai exact, un continut care nu-si gasea 
loc in viziunea lui Lovinescu despre identitatea si cvolu(ia civiliza(iei romane. Caci literatura 
se afla, §i la el, in siajul civiliza|iei. A§a se va intimpla, finalmente, §i cu Negoi|escu. §i, in 
acest caz, va fi avind dreptate G. Calinescu in sccvcnta care deschide textul lui despre 
Agarbiceanu din „Contemporanul”, zicind „cei care combat tending noastra fac asta fiindca ar 


35 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


voi sa imbra(i§am tcndinta lor”. Caci „tendin(a” lui Lovinescu, bazata pe autonomia esteticului, 
inseamna, in realitate, sincronizare cu Europa. Aderare la modemitate. Este, anterior, 
„tendin(a” lui Maiorescu; ulterior, a lui Ncgoiicscu insu§i. 
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LUCIAN BLAGA AND THE OPEN MYSTERY OF THE ORIGIN 


Dorin §tefanescu 

Prof., PhD, “Petru Maior” University of Tirgu-Mure§ 


Abstract: In Blaga’s poetry, intuition never stops in the impossible without vision. Because it intuits 
deeply, it discerns in the middle of its hiding that what hides itself and announces the possible beginning. 
It is about a hidden place “with window’’ or an open mystery, because its sign hides itself in the light 
of the sight, signifying and showing something unforeseen. It is, in the world of the poem, the wonder 
through which one can see further, the unapparent as a configuration of an original scene. 

Keywords: Lucian Blaga, mystery, origin, image, unapparent 


Minunea prin care se vede 

Ce se da in ascunderea celor ce nu apar in culorile lumii, nu ajung la manifestarea lor 
in fiinta limbajului? Intrezarim §i aici donapa inversa a inaparentului, darul tacut al fiin(arii 
care i§i incepe lucrarea? Dar inceputul este abia posibilul, pragul nevazut al unei originari. 
Nicio imagine nu pare sa se profileze pe ecranul opac al acestei absolute invaluiri, caci „iata e 
noapte fara ferestre-n afara”, iar „tenebrele n-au capat,/ lumina n-are inviere”. 1 in poezia lui 
Lucian Blaga intuitia nu se oprestc insa niciodata in imposibilul necreator de viziune; tocmai 
pentru ca intuie§te adanc, ea sesizeaza in miezul ascunderii ceea ce se ascunde §i fiintcaza in 
ascuns, „vraja nepatrunsului ascuns/ in adancimi de intuneric”. 2 De§i nepatruns - cu gandul, 
cu vederea - , ascunsul da semn in noaptea fiin|arii, veste§te discret posibilul inceput. Nu se 
inchide prin unnare in nemanifestabilul absolut, ci este el insusi deschiderea prin care absolutul 


1 Lucian Blaga, Psalm, in vol. In marea trecere (1924); Inima mea in anul..., ciclul Vdrsta de fier (1940-1944), 
in vol. Poezii, Editura pentru literature, Bucure^ti, 1962. 

2 Eu nu strivesc corola de minimi a lumii, in vol. Poernele luminii (1919). Ceea ce se ascunde in numinozitate are 
nature fenomenelor originare care „nu se reveleaza intelectului ca abstrac(iuni, ci intuifief’ (Fen omen ul originar, 
in Lucian Blaga, Zari f etape, Ed. Minerva, Bucurepi, 1990, p. 117). Blaga vorbe§te despre arta ca revelare 
intuitiva a misterului („arta este incercarea de a converti misterul pe un plan de intuitic”, intuitia „nazuind sa 
devina revelatoare”), despre „plenitudinea intuitiva” a poeziei, respectiv - din punctul de vedere al aprecierii 
operei de arta - despre „cuprinderea intuitiva” a gustului estetic §i despre „critica imanenta” posibila prin intui(ie 
(cf. Arta §i valoare, in Lucian Blaga, Opere 10. Trilogia valorilor, Ed. Minerva, Bucure^ti, 1987, pp. 547, 548, 
561,585). 
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incepe sa semnifice, lncoltc^itc in miezul ncfiintci, facandu-le pe cele ce nu sunt inca sa fie, asa 
cum „samanl ! a mirabila/ ce-nchide in sine supreme puteri” ascunde „un cer de inalta lumina”. 3 
Da de vazut acest ascuns in deschidere - acest mister deschis - de vreme ce semnul pe care ll 
face se ascunde la vedere, semnifica si arata ceva de neprivit? „Micul incendiu/ ascuns in inima 
brandu§ei de toamna” 4 este imaginea voalata care arata nearatandu-se; fara sa fie prezenta, nu 
e nici absenta intru totul. Deschiderea e chiar aceasta distanta a posibilului intre prezenta si 
absen^a, loc al semnificabilului ce se dezvaluie in propria invaluire de sine. Doar astfel 
stralucirea sa este lucratoare, caci semnificarea nu e doar aratatoare a originarului, ci §i 
creatoare a ceea ce prin el devine posibil. El nu poate fi scos din ascunderea pe care o deschide, 
dar lumineaza facerea insa§i, cre§terea prefigurata, face „sa-naltc tacutele seve-n lumina”. 5 
Astfel incat „ramaie, ah toate, in umbra./ Invoalta minunea lor sumbra// Sa creasca sub stea 
nazdravana./ Lumina sunt, inima, rana”. 6 Ceea ce se deschide nu da nimic de vazut in ascunsul 
originar al ascunderii; nu se intrevede - nu ia trup - decat minunea devenirii, frumuse|ea ne- 
spusa a intruparii poetale: „o privclistc de noapte/ negraita”. 7 

Nu e acesta posibilul intredeschiderii, cel care - fara sa se arate - arata spre ceea ce va 
fi? „Puterile pasare§ti au aratat in triunghiuri/ spre l,intc luminoase” 8 ; ceea ce e aratat nu e vazut; 
nicio intenponalitatc nu anima aratarea; pur §i simplu ceea ce nu se arata arata ceea ce este deja 
posibil, forma luminoasa inscrisa de la inceput in ceea ce nu este decat in perspectiva 
starsitului. Adica „latente-n pulberi aurii/ paduri ce ar putea sa fie”, caci „sunt cu putin^a si un 
asemenea foe,/ §i asemenea arderi”. 9 Poten^a semnificanta nu inseamna insa doar inscriere a 
(iintarii pe calea fiinlei, ci §i „potcnta unui mister revelator”, 10 facerea de sine, cre§terea in 
adancul naturii predispusa la prefacere. Ceea ce deja poate sta in a§teptare, a§teapta posibila 
zamislire „supt ceruri cari inca nu s-au cladit”, „un cer chemator si necucerif’. 11 Puterile - „in 
ipostaza de boabe” - semnifica inainte ca rostirea sa dea glas, aspira la fiin|a lor cereasca, iar 
tensiunea acestui avant creator este lumina, da stralucire intregului parcurs inca nestrabatut. 
intrevazutul este deocamdata imaginea clar-obscura a perspectivei, nelamuritul unui semn 


3 Mirabila samanfa, in vol. Poezii (1962). 

4 Cuvinte catre fata necunoscuta dinpoarta, in vol. Nebanuitele trepte (1943). 

5 Mirabila samanfa, in ed. cit. 

6 Incantare , in vol. Nebanuitele trepte. 

7 Fantanile , ciclul Varsta de fier, in vol. Poezii, ed. cit. 

8 Am inteles pacatul ce apasd peste casa mea, in vol. In marea trecere. 

9 Canteculfocului, ciclul Corabii cu cenu^a, in vol. Poezii, ed. cit. 

10 Geneza metaforei $i sensid culturii , in Lucian Blaga, Opere 9. Trilogia culturii, Ed. Minerva, Bucure^ti, 1985, 
p. 391. 

11 La cumpana apelor ; Sat natal , in vol. La cumpdna apelor (1933). 
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aparent-disparent: „Calea lactee abia ghicita se pierde/ scrisa in noapte fierbinte si calma”; „un 
astru/ vazut - nevazut, in albastru” 12 calauzestc imposibila aparipc a ceea ce lotusi incepe, se 
asaza intr-un inceput nevazut. 

Sta chiar in natura diafanului sa faca posibil - vizibil-invizibil - semnul aratator prin 
transparent lucrurilor, strabatator „in simplu albastru, in simpla lumina”. 13 Cu alte cuvinte, o 
distant nevazuta care da de vazut, in ascunsul straluminat, deschiderea launtrica a manifestarii. 
Caci calea lactee abia ghicita, astrul incert nu stralucesc in cuvantul poemului, ci in necuvantul 
ce rasare - minune a intunericului - in urma rcducpci fara rest a oricarei aparipi. 14 in lumina 
lumii, el e nevazut §i neauzit, ca si in soarele orbitor ce inunda corpul unui poem in peisajul 
explicit al vizarii. Faptul sau de a apare, intrelesut in panza trupului poetal, pro-pune ivirea 
invaluita a inaparentului ce vine de departe. 15 De aceea, „In bolta instelata-mi scald privirea - 
/ si stiu ca si eu port/ in suflet stele multe, multe,/ §i cai lactee,/ minunile-ntunericului./ Dar nu 
le vad,/ am prea mult soare-n mine/ de-aceea nu le vad./ Astcpt sa imi apuna ziua/ §i zarea mea 
pleoapa sa-§i inchida,/ mi-astcpt amurgul, noaptea si durerea,/ sa mi se-ntunece tot cerul/ §i sa 
rasara-n mine stelele,/ stelele mele,/ pe care inca niciodata/ nu le-am vazut”. 16 Poemul 
comprima in expresia sa stilizata procesul subtil al ex-punerii imaginii transparente in contre- 
jour, developarea in negativ sau prin estomparea ecranului mundan pe care ea isi proiecteaza 
efigia rasfranta. 

Ce se vede ie§ind din ascundere este imaginea tremurata a oglindirii in primordial, in 
pre-liintial, in „ape,/ din care curcubeul/ isi bea frumuse|ea §i nefiint”. 17 „Mugurul de lumina” 
nu e atat o imagine, cat mai curand profilul unei epure a imaginii. Felul in care ceva incepe, 
apare si se da semnificarii vorbcstc de la sine despre faptul ca „orice-nceput se vrea fecund”, 


12 Hotar, in vol. La cumpana apelor, Alean, in vol. La curfile dorului (1938). 

13 Poetul, in vol. Nebdnuitele trepte. 

14 Ceea ce Blaga nume^te „corpul sensibil al cuvantului”, ca element constitutiv prin sonoritatea, ritmul, a§ezarea 
§i structure sa concreta, reprezinta „densitatea intuitiva a cuvantului”, de fapt - in acccptia noastra - corpul poetic 
vazut ca semn lingvistic in structure sa bivalenta semnificant - semnificat; astfel incat „mijloacele sensibile” ale 
poeziei „(in de natura cuvantului, privit atat ca un corp sonor in sine, cat §i ca un purtator de semni licatii'’ (Arta 
§i valoare, in op. cit.. pp. 548, 600, 605). 

15 A§a cum, in poemul Lumina (vol. Poemele luminii ) „orbitoarea lumina de-atunci” subintinde revelator toate 
celelalte imagini textuale. Este o „valoare de origine” (Gaston Bachelard, La poetique de 1’espace, Quadrige / 
PUF, Paris, 1981, p. 8) care - de§i vine de departe - nu vine din trecut, ci survine in chiar clipa intuirii aparitiei 
sensibile drept altceva absolut nou. Deodata, aceasta lumina nu mai e orbitoare de vreme ce apare ca lumina de 
atunci care face imagine acum, aratandu-se prin ceea ce spune sensul creapei (divine sau poetice). Aratandu-se ca 
lumina care nu se pune pe sine in vedere, ea arata §i spune ceva: pane in lumina. Trimitem la interpretarea acestui 
poem in cartea noastra Infelegerea alba. Cinci studii de hermeneutica fenomenologica , Ed. Paralela 45, Pite§ti, 
2012, pp. 184-187. 

16 Mi-a^tept amurgul, in vol. Poemele luminii. 

17 Autoportret, in vol. Nebdnuitele trepte. 
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procesand din „obar§iile-izvoare”. 18 Ceea ce izvora§te nesecat „intre floare §i poama” face 
posibil peisajul transparent al unei necurmate faceri. 19 Creafia inseamna ascensiune, relief ce 
se inalfa in adanc ridicand intregul poem: „florile/ spre alte foarte inalte poieni tanjind/ mai 
invoca §i-acum/ lumina ta fara de nume”. 20 Intre ceea ce se da ca inceput al nepatrunsului 
ascuns - samanfa mirabila - §i ceea ce se deschide in floare §i apoi in fruct, campul revelarii 
posibilului ia trup de lumina. „Mirajul unui dulce fruct” cazut „nea§teptat in palme - dar” 21 nu 
arata mai mult decat survenirea luminii; nu aparitia in lumina a unui decor devenit vizibil, ci 
luminarea in sine, do nap a non-intcntionala a transparentci care se arata: „Ce aratare! Ah ce 
lumina!/ Stea alb-a cazut in gradina,// necautata, ncasteptata”; „Si azi, dintr-odata, nea§teptat, 
acest rasarit./ Ce cantec nemasurat!/ Ca unui orb vindecat/ lumea-n lumina mi s-a largit”. 22 
Lumea largita e noua lume pe care poemul o face cu putinfa; brusca survenire a luminii creeaza 
tot ceea ce incepe sa semnifice altfel, sa-§i arate adancul, sa-§i deschida ascunsul. 

Acum, in aceasta stare de revelare nemarginita, totul se a§aza „in slujba luminii” prin 
care se poate vedea nelimitat („pana in cele din urma margini privim”), se rea§aza in 
perspectiva deschisa a originarului („ma-ntorc de acum spre / vatra-n lumina”). 23 Lumea largita 
care se arata, iluminata de steaua alba a imaginii revelatoare, e a cantecului fara cuvinte, a 
rostirii fara rostit care i§i slave§te noul chip ce transpare prin corpul evanescent al materiei: 
„Daca lumina ar canta/ varsandu-si puzderia,/ noi am vedea cum cantecul/ consuma materia”. 24 
E o lume de culori, de sunete §i de semne, „culori luminate, doar ele destainuite trepte §i har”, 
care i§i ofera imaculata frumusefe a transparenfei: „Alba frumusefe tu, fara apunere,/ 
pustietoare minune tu”. 25 Aceasta este minunea prin care se vede „catre limanul dincolo de 
fire”, „catre cele nevazute/ -n marea noapte”, 26 caci aratarea ei face posibila o alta aratare spre 
care ea duce - transmite - vederea. 27 „Lutul diafan” e noul trup de lumina, „un senin ve§manf ’ 
prin limpezimea caruia se poate vedea minunea unei iviri deja posibile, fiinfarea inaparenta a 


18 Risipei se deda florarul, ciclul Cordbii cu cenu$a: Nu sunt singur, ciclul Varsta de fier, in vol. Poezii, ed. cit. 

19 Facere ce exprima „nazuinfa formativa” (nisus formativus) la modul ei stihial (elementarizant), tcndinta de a 
afla forma originara ce hrane^te inceputul §i dezvoltarea unei creatii. Cf. Orizont §i stil, in Lucian Blaga, Opere 
9. Trilogia culturii , ed. cit., pp. 156-175. 

20 Pe multe drumuri, in vol. Nebdnuitele trepte. 

21 Solstifiul grddinilor, ciclul Cordbii cu cenu§a , in vol. Poezii. ed. cit. 

22 Cereasca atingere. in vol. La cumpana apelor, Schimbarea zodiei, in vol. Nebdnuitele trepte. 

23 Rune, in vol. La cumpana apelor, loan se sfdqdie in pustie, in vol. Lauda somnului (1929); Arhanghel spre 
vatra, in vol. La cumpana apelor. 

24 Suprema ardere, ciclul Cordbii cu cemifd, in vol. Poezii, ed. cit. 

25 Mirabila samanfa, in vol. Poezii, ed. cit.; Veghe, in vol. Nebdnuitele trepte. 

26 Echinocfiu de toamna ; Gotterddmmerung, ciclul Varsta de fier, in vol. Poezii, ed. cit. 

27 Imagine care „este doar absorbita de alt tot mai vast, din partea caruia ea prime§te un reflex de noua 
semnifica(ie” ( Geneza metaforei $i sensul culturii, in op. cit., p. 389). 
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neascunderii diafane: „Ca-n ape far prunduri, fabuloase, reci/ arzand se vad minuni - prin lutul 
purpuriu”. 28 

Ce ramane in vedere 

Imaginea transparenta e deschisul inaparentului sau, altfel spus, valid straveziu in care 
inaparentul se dezvaluie si prin care razbate posibilul unui scmnilicabil intrupat poetal. Din 
perspectiva ascunsa a posibilului totul e mai intai inchidere, acoperire a sensurilor, a§a cum se 
configurcaza aceasta scena originara in poemul Pe ape (vol. In marea trecere). Ascunsul insa 
nu e unul negraitor, inchis sub sticla mata a morfii. 29 El adapostcstc grauntele viefii, plamada 
din care se va na§te noua faptura. Imaginile crcapci, intruchipari ale inaltului inaccesibil, nu se 
arata decat in miezul unei radicale decrcapi, pe fundalul umbrit al sfarsitului diluvian: 
„Porumbii mi i-am slobozit/ sa-ncerce paji§tea cerului,/ dar sfasiap de vanturi/ se-ntorc inapoi. 
Pe vatra corabiei/ inima mi-o-ngrop subt spuza/ sa-§i tinajaratecul. Paserea focului/ nu-mi mai 
falfaie peste perefi./ Dainuie vcsnic potopul”. Paji§tea cerului si pasarea focului nu i§i 
contureaza prezenfa; dar tocmai absenfa le decupeaza fulgurant in vazduhul acestei pe§teri 
platoniciene. Dimpotriva, cele ce apar abia par pe ecranul lumii spalat de ape; ele nu sunt decat 
umbrele iluzorii ale potopului eshatologic. Zborul frant al porumbilor sfasiap de vanturi, focul 
stins care nu mai falfaie peste perefi nu arata nimic din ceea ce ar putea fi, ci doar ceea ce nu 
este, imposibila deschidere a posibilului. Deja nefiinfare, „un fagure sterp” este ultima 
emblema a ceea ce a fost, trecut din care sensul nu se mai poate hrani. Or ceea ce a trecut 
trebuie jertflt, lasat pururi nefiinfei; fiintarca - daca este sa fie - nu poate avea drept temei 
disparifia, §i totu§i ea se ive§te numai din ceea ce dispare si o face cu putinfa. De aceea „jertfa 
subt semnul inalt/ al curcubeului magic” se pune in lucrarea unui nou inceput. 
Suprasemnificarea sub care se a§aza nu e doar semn chemator, ci §i aratator al perspective! unei 
alte vederi. Fara sa o realizeze cu adevarat, el instituie calea posibilei deschideri, tot a§a cum 
ochiul „profetic deschis/ e singura veste prin neguri”. Cufundarea in nevazut, disparifia tuturor 
celor care - precum muntele Ararat - raman „de-a pururi fund de ape,/ tot mai adanc,/ tot mai 
pierdut/ fund de ape” nu inseamna stingerea in stars it. Ele par sa dea eclipsarii un sens nesfdr.pt. 
Nu e oare cel pe care - in ochiul prevazator - inaparentul il deschide in ascunsul cel mai adanc? 


28 Viziune geologica , in vol. Nebdnuitele trepte; Vara de noiembrie ; A fost cdndva pdmdntul straveziu , ciclul 
Corabii cu cenu.pi, in vol. Poezii . ed. cit. 

29 Nu e „sumbra incalceala in care fiintarea se ascunde, sustragandu-se intclegerii” (Martin Heidegger, Originea 
operei de artd, Ed. Humanitas, Bucure§ti, 1995, p. 101). 
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Un poem al deschiderii vizionare - diafane - este, in schimb, La curl He dorului. Aici 
deschiderea e implinita, imparta§ita vederii. Totusi e inca asteptare, veghe straluminata de 
posibila venire a unui timp creator. Pana atunci, „aurorele inca/ se mai aprind, §i-a§teptam. 
Astcptam/ o singura ora sa ne-mparta§im/ din verde imperiu, din raiul sorin”. In ciuda timpului 
nea§teptat care ceme „o pulbere alba”, timp mai e, pentru asteptare si imparta§ire. Ba chiar abia 
acum timpul poate da sens a§teptarii, cat inca lumina mai aprinde sevele vegetale iar raiul solar 
le cuprinde pe toate. Ce se astcapta, de data aceasta intr-un potop de lumina, in zabovirea senina 
intr-o lume care nu e a noastra, caci „Cu linguri de lemn zabovim langa blide/ lungi zile pierdup 
si straini./ Oaspcp suntern in tinda noii lumini/ la curplc dorului. Cu cerul vecini”? Lume straina 
in care ne pierdem, si totu§i lume in care putem a§tepta, ne putem regasi ca in propria noastra 
lume. Nu e aceasta tocmai lumea poemului, nelumea poetala 30 in care intram ca intr-o zabovire 
cu noi inline, cu netimpul unui dor nespus? Ceva lumineaza dar nu suntern in lumina, abia „in 
tinda luminii”; suntern „cu cerul vecini” si totu§i nu ne impartasim cerului, doar „oaspcti” la 
curfile dorului. Ce sa insemne aceasta stare de beatitudine ambigua, de asteptare a unei 
impartasiri amanate? „A§teptam sa vedern prin columne de aur/ Evul de foe cu steaguri 
pa§ind”; nu suntern de-ai locului, dupa cum nu suntern nici de-ai timpului; luam loc - locuim 
- in alt timp in aceasta lume fara de timp. In „evul de foe” triumful nostru e efemer, iar ceea ce 
ni se arata nu ni se da decat in timpul asteptarii. Zabovim a§teptand sa vedem; prin columnele 
de aur a§teptam, zabovind in vedere. Dar ceea ce e astfel imparta§it ramane in vedere, iar atunci 
„Din cand in cand cate-o lacrim-apare/ si fara durere se-ngroa§a pe geana./ Hranim cu ea / nu 
slim ce Brava stea”. Sa fie aceasta ramanere in vedere chiar imaginea ce o deschide, §i a carei 
lumina, intrevazuta o clipa, o mistuie in asteptare? 31 
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Abstract:The rough vision, some psycho-analytical subtleties, the “cold” lyricism (Mircea Zaciu), the 
overrunning of the typical sweetening and idyllicism of the “samanatorist” ideology’, the detailed 
investigation of inner convulsions of the humanity in the Apuseni mountains, in narratives where 
description meets moral observation - all of these dominant features of Agarbiceanu’s works are 
correctly and rigorously revealed by an exemplary edition that manages to reconstruct the architecture 
of a literary work, maintaining its actuality and severe beauty since, as Mircea Zaciu had noticed, “no 
matter how many changes have tossed the Romanian history, society and literature, Ion Agarbiceanu 
seems strangely up to date We attempt, in this paper, to show the main coordinates of Realism in Ion 
Agarbiceanu’s works, from the perspective of the Ethics of creation. 

Keywords: prose, realism, fantastic, ethics, psychology. 


Proza lui Agarbiceanu se caracterizeazS, inainte de toate, printr-o viziune predominant 
realista, in care obiectivitatea, umanismul, infuziile de fantastic §i tcntapa lcctici etice se 
impletesc in doze diferite in nuvele, povestiri sau romane. Descifrand dinamica reprezentSrilor 
arhaice sau a tradifi ilor folclorice intr-o perspective a autenticului, fSrS idilizarea modului de 
viat,a patriarhal, Agarbiceanu este autorul unei opere care a evoluat „in direcpilc arhaismului §i 
etnicismului national, al unei traditi i protectoare, urmSrind sS se desolidarizeze de aspectele 
combinate ale existen^ei, precum: rSzboiul, civilizatia industrials si indepSrtarea Hin^ei umane 
de propria molten ire ancestralS, biologicS si ereditarS” Desigur, si in cazul lui Agarbiceanu 
se poate vorbi de o consonants indiscutabilS intre tribulatiile biogralici §i relieful operei, ca §i 
intre om §i umbra sa creatoare sau intre fiin|a atat de ata§atS de valorile unei etici creatine si 
peisajul in care §i-a inscris devenirea, fapt remarca chiar de cStre scriitor: „Ceea ce mi-a pStruns 
adanc in suflet din ace§ti ani ai primei copilSrii, din pSscutul oilor la marginea pSdurii sau in 


1 Mircea Popa, Ion Agarbiceanu —povestitorul, in volumul Ion Agarbiceanu, Povestiri regasite, I'ditie ingrijita 
§i prefa(a de Mircea Popa, Editura Eikon, Cluj-Napoca, 2011, p. 8. 
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padure, a fost mireasma campului, a codrului, colorile cerului, ale luncii cu Horde, bataia si 
cantecele vantului in vazduh sau in padure, cantecul apelor, a paraielor in topitul zapezilor” 2 . 
Nu e deloc intamplator faptul ca reprezentarea unei umanitap suferinde e insopta de un 
sentiment al rclativitapi lucrurilor, fenomenelor §i situapilor epice, scriitorul considerand, de 
altfel, ca prin suferin^a oamenii is i descopera nu numai propriile limite, ci §i capacitatea de 
mantuire, de purilicarc si regenerare morala, toate insoptc de contemplarea senina a lumii: „Sa 
stam deci cu credirpa si cu vitejie in lupta cea mare §i grea a viepi, in lucrarea §i folosirea cu 
grija §i cu harnicie a darurilor date noua de Dumnezeu! Orice grcutap §i suferinde am intampina 
in rodirea buna a talanplor, sa nu ne pierdem curajul... Cre§tinul hamic §i neinfricat in folosirea 
buna a darurilor date de Dumnezeu face cea mai mareal,a fapta de pe pamant: el create §i 
sporcstc averea Parintelui ceresc. Averea lui Dumnezeu nu sunt band si mosiilc, ci faptele cele 
bune, comorile suflctesti: credin^a, curapa, dreptatea, nadejdea, iubirea, mila, bunatatea, 
prietenia, ajutorul fra^esc §i toate virtuplc cre§tine pe care Dumnezeu le seamana in sufletul 
omului. Din acestea toate se na§te imparapa §i averea lui Dumnezeu pe pamant... Crestinul cel 
hamic este ca albina lui Dumnezeu pe pamant”. 3 Realismul promovat de scriitor are, de la 
primele narapuni, pana la cele aparpnand epocii mature, o coloratura etica. Vointa de 
reprezentare obiectiva a realitapi consuna, in conccppa §i practica scriiturii, cu o viziune 
unificatoare, in masura in care in centrul intregii crcapi a lui Agarbiceanu se regascstc Hinpa 
umana, cu dimensiunile §i gradele sale specifice de reprezentare. Mircea Zaciu avea dreptate 
sa considere ca liantul unificator al acestei lumi fieponale este accentul umanist, cel care, de 
altfel, prin amprenta §i infuziile sale semantice, confera reliefului operei timbrul etic suprapus 
poeticii realiste: „Opera lui Agarbiceanu conpne certe valori, un mesaj actual, capabil sa 
trezeasca multiple ecouri. Nu intamplator, tot in aceasta etapa, calitativ superioara, a literaturii 
si criticii noastre, Agarbiceanu s-a orientat mai adanc catre semnincapa estetica a operei de 
arta, manifestand un interes pasionat pentru fenomenul artistic actual” 4 . 

Cu o arhitectura diversa, relieful operei lui Agarbiceanu este articulat prin intermediul 
unor teme coerent structurate, din perspectiva mai larga a realismului etic: sensul omului in 
lume, rclapa dintre individ si istorie, raportul paradoxal dintre suflet si spirit, dintre sacra §i 
profan sau dintre imanerpa si transccndenl,a. Din aceasta perspectiva, Hinta umana este una 


2 Ion Agarbiceanu, Marturisiri, in Revista Inndatiilor Regale, anul VIII, nr. 12, decemvrie 1941, p. 534. 

3 Ion Agarbiceanu, Rasplata celor harnici, in volumul Scrieri creatine. Prefata Ion Buzap. Text ingrijit, note, 
postfata p glosar prof. Cornelia Lucia Fri^an, Editura Buna Vestire, Blaj, 2008, pp. 74-75. 

4 Mircea Zaciu, Ion Agarbiceanu, Editura Minerva, seria Universitas, Bucurepi, 1972, p. 35. 
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care, pentru a-si desavar§i substanfa si conduita interioara, trebuie sa apeleze la credinfa 
crcstina, sa-si asume scmnificapile modelului christic, prin jertfa, seninatate, impacare, 
definirea conditici poprii desavar§indu-se, astfel, prin continua propensiune spre absolut, prin 
tentarea surmontarii limitelor si a obstacolelor si reprezentarea cxistcntci ca sufcrinta, ca 
mantuire prin jertfa cotidiana si renunfare. Exemplare sunt, in aceasta privinfa, portretele cu 
vibrafie intensa ale unor fiinfe anonime, de mare umilitate §i, in acela§i timp, de acuta demnitate 
a infelegerii rosturilor cxistcntci, fiinte ce se regasesc in Fefeleaga, Luminifa , Copilul Chivei, 
Praginel, Fi§panul, in care scriitorul surprinde, cu fina vibrate afectiva, o gama ampla de stari 
suflete§ti §i de nuante ale trairii afective, de la dragostea fa|a de copii impinsa la limita 
sacrificiului tragic §i a resemnarii cronice din Fefeleaga, la destinul babei Maia, a carei dorinfa 
este aceea de a muri cre§tine§te, avand la capatai o lumanare (Luminifa), sau la truda 
necontenita a lui Niculai a Firii, poreclit Fispanul. 

Acuratetea portretelor, redate in linii aspre, in contur decis, fenn §i in tu§e energice este 
surprinsa de I. Negoitescu, intr-o formulare sintetica, in care e subliniata fine|ea reprezentarilor 
figurale, lirismul conturului unei atmosfere revelatoare sau intuirea exacta a meandrelor 
suflete§ti si ale imaginarului: „Mai fin decat Slavici, mai poet decat Rebreanu, mult mai 
inventiv decat ei, cu o prodigioasa fantezie epica, Agarbiceanu ne-a dat o intinsa galerie de 
portrete rurale, care prin varietate si prin interesul ei uman nu are egal in literatura noastra decat 
galeria urbana a Hortensiei Papadat-Bengescu. Iar daca accsti doi autori (a caror apropiere sub 
orice forma poate sa para paradoxala - desi inclinalia catre boala, catre morbid le este totu§i 
comuna) se deosebesc atat prin lumile diferite pe care ochiul lor epic le surprinde, cat si prin 
mijloacele de expresie, caci pentru a patrunde in sufletul urban Hortensia Papadat-Bengescu 
recurge la bisturiul cerebralitatii lipsa de analiza psihologica, elementaritatea, naivitatea 
expresiva a stilului lui Agarbiceanu due la rezultate nu mai putin eficiente, atunci cand se aplica 
sufletului taranese, el insu§i elementar si naiv”. 5 

Fiind, asa cum sublinia Mircea Zaciu, „exponentul unei provincii careia i-a simfit din 
plin framantarile, istoria, dimensiunea morala” 6 , Ion Agarbiceanu evoca, in nuvelele §i 
romanele sale, un mediu ancestral, patriarhal, incarcat de aromele trecutului §i de inflexiunile 
mitului sau ale fantasticului, toate acestea sublimate de o tulburatoare percepfie etica, de 
indiscutabila acuitate. Portretele, evenimentele narative sau redarea conflictelor reveleaza 


5 1. Negoifescu, Valori stilistice in nuvelele lui Agarbiceanu , in „Viata romaneasca”, anul X, nr. 4, aprilie 1957, 

pp. 180-181 

6 Mircea Zaciu, Ca o imensa scena, Transilvania..., Editura Fundapei Culturale Romane, Bucurepi, 1996, p. 211. 
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dominantele unei viziuni in care umanismul se implctcstc cu redarea obiectiva, autentica a 
figurilor si contextelor, sau cu tentapa descifrarii dominantelor morale, precum in Badea 
Niculae, Matu§a Stana, Bunica, Nepotul, Hoful, Dan Jitarul, Popa Vasile, Costea Padurarul, 
Caprarul, Bolnavii, Un doftor, Dascalul Vintila, Cula Mereuf, Mortul, Mo§ Viron, Batrana, 
Tu{u Ilie, Precupa§, Fierarul Petrea, Un candidat, Doi batrani etc. Surprinse cu acuitate 
caracterologica, figurile umane sunt, cum remarca scriitorul insu§i, „ icoane care se ridicau in 
suflet, pline de duiope" 7 . 

Fascinapa acestei umanitap marcate de suferinta, umilintc, saracie sau frustrari 
cuprinde §i o latura de mister, prin revelarea conflictului, dureros uneori, dintre lumea concreta 
si asp i rap a spre o transcendents ce rSmane, cel mai adesea, mutS. Experien^a de preot a 
scriitorului atrage dupS sine cunoa§terea directa a durerilor, sufcrinl.clor, a sSrSciei din satele 
Apusenilor: „De altfel, din cxpcricn^a vicpi pastorale s-au nSscut cele mai multe schiVc si 
povestiri ale mele. indeosebi, m-a impresionat latura de sufcrinta din viapi sStenilor. §i intaia 
emopc era, de cele mai multe ori, de compatimire. Mai ales primii patru ani de preopc mi-au 
dezvaluit cele mai multe mizerii ale vicpi de la l,ara. Eram uneori saturat, supraincarcat cu 
senzapi si impresii de§teptate de mizeria satenilor, incat regretam ca m-am facut preot, sa 
cunosc toata aceasta mizerie, §i materials, si morala. Aveam scnzapa ca ma intunec, ca la varsta 
dintre 16-22 de ani, cand nu aveam o crcdirpa hotarata. Simleam necesitatea sa schimb mediul. 
Da, aproape toate personagiile principale din scrierile mele au pornit de la un sambure de 
realitate. crcapi de pura fantezie am pupne, dcsi, evident, fantezia le-a completat, le-a departat 
uneori de realitate pe cele ridicate de aici” 8 . 

Figurarea sufcrintci, a inlirmitaplor umane, a tarelor biologice sau morale domina multe 
dintre narapunilc prezente in volumele de proza scurta publicate dupa 1918 ( Popa Man, 
Chipuri de ceara, Spaima, Prapastia, Diavolul, Dezamagire, Visurile, Singuratate, 
Primavara), in care se regasesc linii ale evocarii atmosferei de mister si fantasmatic ale lumii 
Apusenilor. Nuvele precum Fi$panul, Gheorghiuf, Copilul Chivei, Telegut, Praginel, 
Fefeleaga , Luminita, lama grea, Varvoara, Ceasul rau, Melentea aduc in scena biografii 
concentrate, sublimate, aflate sub spectrul tragicului resemnat. Sunt narapuni ce se dctascaza 
prin minimalism al notapci §i stil tensionat, scuturat de omamente, intr-o scriitura in care 
„reduc(ia planului epic §i tehnica racursiului concentreaza biografii exemplare, cu o 


1 Ion Agarbiceanu, Marturisiri, in Revista Fundapilor Regale, anul VIII, nr. 12, decemvrie 1941, p. 548. 

8 Ibidem, pp. 557-558. 


48 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


surdinizare a expresiei patetice ” 9 . In Pascalierul, de pilda, constructic narativa densa, cu 
nuan(a de „farsa dramatica” 10 , preotul, Costandin Plcsa, un impostor, din dornpa de a se deta§a 
in randul consatenilor, inventeaza asa-numitul Pascalier, o carte facatoare de minuni, in care 
poate citi viitorul credincio§ilor, le poate dezlega sufletele de farmece sau trupurile de boli, 
speculandu-se, astfel, ignoran(a enoria§ilor, dar §i nevoia acestora de a crede in superstpii sau 
minuni. Acest resort al amagirii este dezvaluit chiar de preot so(iei sale: „Ai uitat lucrul de 
capetenie, femeie. Pentru ce vor veni oamenii la mine? Sa scape, prin rugaciune, de raul ce-i 
bantuie. Nu-i a§a? (...) Vor veni, ai sa vezi, §i inca rnupi! Dar de raul lor rugaciunea nu-i va 
scapa daca ei nu cred. Traba sa creada. §i credin(a in puterea carpi si a rugaciunii se va varsa 
in sufletul lor indata ce vor auzi ca eu §tiu cine sunt ei si ce patimesc. Daca eu sunt un mincinos, 
pentru ei sunt mincinos. Daca vrei sa ma numcsti §arlatan, pentru ei sunt, pentru vindecarea 
lor. Si Dumnezeu, care Stic toate, Stic ca eu ma fac a cunoastc lucrurile din carte numai pentru 
ca ei sa creada §i sa se mantuiasca. Altfel, fara credin(a, rugaciunea si slujba nu folosesc la 
nimic”. 

O statuie cscntializata a sufcrintci este durata in Fefeleaga, una dintre nara(iunilc 
exemplare ale lui Agarbiceanu, care surprinde, cu acuitate evocatoare, cu dramatism, cu 
revelatorie empatie, silueta uneia dintre multele femei obidite, umilite, insingurate din satele 
Apusenilor: „Femeia e inalta, uscata, cu obrajii strica(i de varsat, ar§i de soare si de vant. 
Pa§e§te larg, tropotind cu cizmele tari, pline de umflaturi uscate. Calul o urmeaza cu gatul 
intins, scobapind din picioarele ciolanoase. Poarta pe spinarea adanc desalata doua cosarci 
desagite. Sub co§arci, la fiecare leganare, se vad doua petece mari, pamantii. Calul e alb, sub 
co§arci, i s-a ros parul de tot, §i pielea, de-atata frecatura, e-o rana tabacita, tare ca potangul. 
Merge in urma muierii, adonnit parca de tropotul cunoscut al cizmelor ei. Capul, mare cat o 
solnita, nu §i-l mi sea nici la dreapta, nici la stanga”. 

O alta biograllc „a unui suflet chinuif’ * 11 este Luminifa, naratiune in care este reprezentat 
sfarsitul babei Maia, femeie naiva, care isi pastreaza, pentru momentul trecerii in ncfiinpi, o 
lumanare de ceara, o „sfanta luminita”. in cele din urma, batrana moare cu mana intinsa dupa 
lumanarea pe care nu a mai re us it sa o aprinda. Gestul final este revelatoriu pentru destinul 
anonim, implacabil, nemilos al unei fiin(e neinsemnate, aflate intr-o situa(ie-limita, 


99 Mircea Zaciu, Ion Agarbiceanu , in volumul Mircea Zaciu, Marian Papahagi, Aurel Sasu (coordonare §i revizie 
fjtiinjifica), Dicponarul scriitorilor romani, A - C, Editura Fundapei Culturale Romane, Bucure§ti,1995, p. 23. 

10 Ibidem , p. 241. 

11 Mircea Zaciu, Ion Agarbiceanu , Editura Minerva, seria Universitas, Bucure^ti, 1972, p. 90. 
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reprezentata cu dramatism, intr-o alternant a descrierii §i a desfa§urarii narative, prin care 
„descripl ! ia se constituie ea insap ca un moment narativ, un prolog de fapt la o tragedie 
comunicata printr-o continua hiperbolizare a naturii terifiante” 12 . Intre afectivitatea 
personajelor si ritmurile naturii se creeaza o corespondent, nu intru totul secreta, peisajul 
primaverii preluand funcpa de preambul la drama care se consuma in casa babei Maia: 
„Primavara incepuse cu seceta mare. Se ropscra livezile, ca arse de bruma, iar dealurile erau 
pamant gol. Vitele zbierau pe camp ziua, mergeau prin cur|i noaptea, iar oamenii Tsi plecasera 
capetele adanc in piept”. Chiar momentele de calamitate, de ploaie indelungata, par sa aiba 
rolul de a pregati si motiva, intr-un anumit sens, scenariul tragic: „Dar ploaia vreo patru zile n- 
a mai contenit. Cateodata scapau de dupa dealuri vanturi mari, ce duceau spre Plcsa gramezi 
mari de nouri, ca nipe turme de dihanii si de uriasi, negri, vinep, maniop, inclcstap unii intr- 
alpi”. Portretul babei Maia este unul contras, cu detalii ascetice, cu notapi de o tulburatoare 
concizie, relevand, in tusc rezumative, o viat, un trup, un destin: „Babei Maia i se uscase p 
gatul, p pieptul, iar din adancul maruntaielor i se stamea ceva ce-i aducea amctcala la cap. (...) 
§i ochii ei, inconjurap de pielit zbarcita, vinepc, priveau nemi^cap, dulcegi, plini parca de-o 
apa alburie”. 

Evocator de incontestabila autenticitate al spapului transilvan, Ion Agarbiceanu este un 
prozator de viziune sumbra, cu tonuri aspre, lipsite de orice edulcorare, un scriitor care cultiva, 
cum observa Mircea Zaciu, „o proza incarcata de sub stanza umana, rezultat al unei obscrvapi 
directe si pasionate, cu concluzii morale §i sociale” 13 . Multe dintre notapilc de amprenta 
tragica, multe dintre imaginile de tulburator dramatism din nuvelele, povestirile si romanele lui 
Agarbiceanu au ca suport biografic cxpcricn^a sa de preot, nevoit, prin chiar misiunea de inalta 
demnitate morala a profesiei sale, sa asculte, sa mangaie, sa ofere sprijin si iertare a pacatelor, 
in numele lui Dumnezeu. De altfel, in volumul Medita{ii in septembrie, scriitorul consemneaza 
diifuclta|ile pe care le-a avut de surmontat de-a lungul timpului: „Mi-e aproape cu neputin|a sa 
scriu ceva despre un om mort de curand. Nu numai sa scriu, ci chiar sa vorbesc: predicile de la 
prohoduri imi sunt cele mai grele si, desigur, cele mai slabe. Am totdeauna scnzapa ca vorbesc 
format, ca indrug cuvinte goale, ca simtirca mi s-a ascuns intr-o tain pa atat de adanca, incat imi 
pare ca mi-a §i murit. Scnzapa aceasta ma urmare§te de cate ori incerc sa vorbesc, ori sa scriu 
despre un om mort de curand; daca tac, e altceva, daca tac simtirca invie p-mi umple intreaga 


12 Ion Vlad, Povestirea. Destinul unei structuri epice (Dimensiunile eposului), Editura Minerva, Bucure^ti, 1972, 
p.79 

13 Mircea Zaciu, Ca o imensa scena, Transilvania..., p. 227. 
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fiinja, ca o apa tulbure §i grea. Pe strunele suflctcsti se plimba, se imbulzesc vaiete grele, 
dureroase, care izvorasc parca din noapte §i tree mereu, curg intr-una catre inlinit, tree mute, 
fara cuvinte. In drumul lor astern parca o haina de ghiaja peste suflet, dar ce sloi ciudat e acesta 
care deschide izvorul lacrimilor, umezind ochii! In fa(a ve§niciei noi nu putem decat sa 
plangem” 14 . 

De indiscutabil interes sunt acele personaje contradictorii, ambigue, tulburatoare, prin 
consum emotional excesiv, care stau sub semnul patimii, sau sub tutela unei demonii 
rava§itoare. Cornel Regman inventariaza, in Agarbiceanu §i demonii 15 , o tipologie a demonilor 
si demoniilor din opera lui Ion Agarbiceanu: demonul inavuprii (crasmarita Niprleasa din 
Valva - Bailor), demonul risipirii, al dezordinii existenjiale (Popa Man, din nuvela omonima), 
demonul orgoliului nemasurat, predispus la cscc (Iosif Rodean din Arhanghelii ), demonul 
minciunii, al amagirii si imposturii (Costandin Ple§a din Pascalierul ), demonul pierzaniei 
(Stana, eroina romanul omonim), demonul scducpci (Dumitru Bogdan din nuvela Jandarmul ), 
demonul lacomiei (Moise Marginean din romanul Strigoiul), sau demonul vitalitapi exacerbate 
(Rusalina din Faraonii). 

Mesajul lui Agarbiceanu este limpede trasat, in naratiunile sale ce se releva, deopotriva, 
de la legitimarea unei etici a realismului, ca §i de la cxigentclc unui realism etic. Acest mesaj 
poate fi formulat cat se poate de clar astfel: oamenii care pierd calea dreapta a eticii crcstinc, a 
umanismului, a echilibrului sufletesc e§ueaza, devin suflete damnate, con§tiin(e chinuite, 
pierdute in labirintul lumii, dar §i in labirintul propriului eu. Nuvela Popa Tanda, de pilda, 
traseaza destinul unui aventurier, Emanoil Manovici - popa Man - devenit preot in Tclcguta. 
Personaj misterios, cu avanturi §i impulsuri nestapanite, nestatornic, contradictoriu adesea, 
Popa Man, „un suflet torturat, lesne deschis patimilor” 16 e un factor destabilizator in satul in 
care se stabile§te ca preot, prin patima pentru Firu(a, dar §i prin patima imbogaprii, pana la 
izgonirea sa din sat. Se poate suspnc, desigur, opinia lui Cornel Regman, confonn careia 
constiin(a personajului e locul unei confruntari tragice, al unor impulsuri contradictorii, 
bantuite de nclinisti §i aflat intr-o continuaprefacere afectiva: „Intreagapovestire - scrie Cornel 
Regman - nu-i altceva decat proieepa sufletului salbatic al popii si a metamorfozelor sale 


14 Ion Agarbiceanu, Medita(ie in septembrie. Publicistica literara. I ditic ingrijita de Aurel Sasu. Cuvant inainte 
de Mircea Zaciu, Editura Dacia, Cluj-Napoca, 1971, p.22. 

15 Cornel Regman, Agarbiceanu §i demonii. Studiu de tipologie literara. bditia a doua revazuta p adaugita, Editura 
Paralela 45, Colecpa „Cercul literar de la Sibiu”, Pitepi, 2001. 

16 Ibidem, p. 82 


51 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


demoniace pe acest fundal inocent de psihologie colectiva, moduland - asemenea corului antic 
- un cantec nu prea variat, de cateva note” 17 . 

Protagonistul din Jandarmul (Dumitru Bogdan), intors in sat dupa 15 ani, mostcncstc 
cea mai mare avere din sat, parand, la inceput, un om gospodar, echilibrat, econom, chiar daca, 
in portretul pe care il contureaza scriitorul se insinueaza si unele accente sau prevestiri 
nelini§titoare: „Era un bujor de roman cum nu se afla altul in sat. Drept ca un brad, dar cu trupul 
vartos, cu priviri tari, sure, ca de otcl, cu mustata neagra rasucita. Fata bronzata avea linii aspre, 
intunecate. O paliditate ciudata patrundea de subt aramiul obrajilor. Gura parea pecetluita cu o 
nuanta de stransoare”. Pe parcurs, Dumitru Bogdan i§i dezvaluie adevarata fire (vidul sufletesc, 
incapacitatea de a iubi, egoismul, nestatomicia, lasitatca). Destinul tragic al „jandarmului” 
poarta in esen^a lui o latura de mister, de spaima atavica, de inexplicabil: „Oamenii incepura 
cu banuielile cum a ajuns Dumitru Bogdan aici sa se spanzure, §i ce rost aveau burepi din 
traista... Satul intreg se perinda sa-1 vada pe mort. Numai doua femei nu fura vazute de nimeni: 
Veronica, maritata acum a doua oara, §i Catarina, care cine §tie pe unde era cu feciorul cu care 
fugise. Pentru amandoua, jandarmul era mort de mult”. 

Din peisajul uman al Apusenilor se deta§eaza lumea minerilor, categorie marginala, ce 
traie§te in conditii precare, desenata de scriitor in tu§e sugestive, aspre, concise, de o 
expresivitate minimalista: „Din tainitclc pamantului, de pe carari infundate in munti, de dupa 
colturi de stanci, incepura sa rasara deodata grupuri de mineri, intai mai pupni, apoi tot mai 
multi, luandu-§i drumul tacuti, cu pasi osteniti, spre ghiscurilc din vale, unde li se facea plata 
in toata sambata, dupa-masa. Vazuli de departe, pareau cete de bandili care se strecoara, 
nesimlit, la prada. Cu fetele si mainile negre de carbune, cu barbile nerase, cu hainele intinate, 
raspandind miasme acre din umezeala maruntaielor pamantului, adu§i de spate, pa§ind larg pe 
picioare nesigure, vazuli de-aproape, pareau mai degraba grupuri de nenorocili. Din cand in 
cand se auzea tusea haraitoare pana in adanc de piept si cate-o injuratura amamica in diferite 
limbi ale larii, cand vreunul se impiedeca de-o piatra din drum”. Lumea minerilor e evocata si 
in romanul Arhanghelii, monografie a unui tinut, dar §i monogralie a unei patimi, aceea a 
imbogalirii. Reusita existentiala sau esccul se datoreaza functionarii sau secarii filoanelor 
aurifere din mina: „Complexitatea faptelor epice, varietatea eroilor §i a planurilor de actiune 
sunt strans legate de prezenla centrala a minei Arhanghelii, care concretizeaza admirabil 
fenomenele istorice oglindite. De ea atama existence ce populeaza cartea; ea Tsi arunca umbra 


17 Ibidem , p.84 
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greoaie asupra peisajului Valenilor; prabu§irea minei aduce prabu§irea eroilor si asternc o 
tacere incremenita peste tinutul caruia li daduse o vreme viat,a. Mina Arhanghelii este de fapt 
eroul principal al romanului. Ea simbolizeaza, intr-o proicctjc populara naiva, insusi 
capitalismul, cu cortegiul de nefericiri, mizerie, iluzie a stabilitaiji, aparenta bunastare, dincolo 
de care pandeste prabusirea economica §i disolupa moravurilor”. 18 

Cazul directorului Rodean este exemplar pentru lumea baie§ilor, iar proprietarul minei 
„Arhanghelii” traie§te mirajul imbogatirii, intr-un ritm trepidant, de care e cuprins intreg satul: 
„Satul parea din ce in ce mai populat; cara incarnate cu piatra scartaiau pe drumuri ziua- 
noaptea; cal up i cu cosurilc desagite impleteau o refea ncsfarsita pe ulifele satului. Mirosul de 
mineral scos proaspat din sanul pamantului plutea peste tot umed, sulfuric, pi§cator, deschidea 
larg narile baie§ilor, care se imbatau de el mai mult decat de orice bautura. Piuele toctocau 
neintrerupt, umpland de rasunete uscate si infundate batranele paduri de brad”. E§ecul lui Iosif 
Rodean e strans legat de declinul minei, dar §i de fascinatia malclica a aurului asupra constiintci 
sale labile, neinstare sa reziste tcntapci inavuprii rapide. Desigur, exista o dimensiune 
moralizatoare a romanului, realismul etic al prozatorului fund cat se poate de limpede 
configurat, prin liniile de cvolupc ale acpunii, prin destinul personajelor, dar si prin modul in 
care Agarbiceanu reprezinta, de-a lungul naratiunii, „oameni ce se incarca de o putere mai mare 
decat le e incaputul, devenita prin chiar aceasta blestemul lor; mai adesea, oamenii unor teribile 
tcntapi, care anuleaza sau altereaza in (iinta lor orice alta traire, rcdusi, intr-un fel, prin propria 
patima, la conditia unor capcauni” 19 . Roman ce se impune prin fort a epica, prin vitalitatea 
naratiunii, dar §i prin credibilitatea personajelor, care depa§esc schematismul moralizator, 
Arhanghelii ilustreaza, deopotriva, etica realismului, dar si canoanele realismului etic, specific 
prozatorului ardelean. Mircea Popa sublinia, cu indreptatirc, o astfel de confluenja, intre 
autenticitatea relatarii si substratul etic, remarcand strategiile narative de substanta balzaciana 
sau coordonatele unui discurs realist bine coordonat si structurat: „De§i Arhanghelii ramane, 
intr-un fel, un roman cu teza, valoarea lui nu este cu nimic impietata de prezenja acestei strategii 
literare de factura balzaciana, deoarece el se realizeaza dincolo de orice stangacii arhitectonice, 
printr-un ritm trepidant, admirabil condus, al acljunii si un discurs realist de buna factura 
compoziljonala si stilistica - inscriindu-se, prin toate aceste elemente - ca una din marile 
biruintc ale realismului pe taram romanesc in literatura noastra de la inceputul secolului” 20 . 


18 Mircea Zaciu, Ion Agarbiceanu , p.l 15-116 

19 Cornel Regman, op. cit , p. 103. 

20 Mircea Popa, Introduces in opera lui Ion Agarbiceanu , Editura Minerva, Bucure^ti, 1982, pp. 123-124. 
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Proza de larga cuprindere a unei realitap surprinse in multiplele ei metamorfoze, si, in 
acelasi timp, de adanca upelegere a sufletului omenesc, opera lui Agarbiceanu continua tradipa 
prozei transilvane inaugurata de Slavici si continuata de Rebreanu sau de Pavel Dan: 
„Umanitatea crcapci, vocapa povestitorului si statornica apropiere de fiinta supusa unor grave 
si dramatice incercari, mesajul unei opere pentru care valorile morale sunt fundamentale, 
fiindca ele emana din experienta oamenilor, sunt de natura sa readuca in lectura noastra proza 
unui scriitor autentic. El continua o tradipe inaugurata in literatura Transilvaniei de loan Slavici 
si imbogapta de Liviu Rebreanu, Pavel Dan si Ion Vlasiu. Printre ace§tia Ion Agarbiceanu are 
marctia si frumusc^ca mesajului umanist, are, nealterata, pasiunea povestitorului §i, in 
consccirpa, a fauritorului de vicp” 21 . 

Viziunea aspra, unele subtilitap de analiza psihologica, lirismul „rece” (Mircea Zaciu), 
dcpasirca edulcorarii, a ornamenticii conventionale §i a idilismului tipice pentru ideologia 
samanatorista, investigarea cu minutie a convulsiilor suflete§ti §i a umanitatii Apusenilor, in 
naratiuni ce imbina descrierea §i observatia morala sunt insusiri reprezentative ale unui demers 
narativ de mare interes, ce ilustreaza cu asupra de masura exigentele eticii realismului. 
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ON ABSENCE IN LITERATURE, PHILOSOPHY AND LITERARY CRITICISM 
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Prof. PhD, ’’Transilvania” University of Bra§ov 


Abstract: Lucrarea e o prima incercare de abordare a unui concept si a unui referent onologic, 
nediscutate sistematic in cultura romana, care au facut o cariera impresionanta in literatura modrna, 
mai ales in poezia lui Mallarme, in fdosofiia moderna, mai ales la Heidegger si in fdosofia franceza 
negativitatii, ca si in critica literara din secolul XX si inceputul celui in care ne aflam. Tematica 
absentei si a corelatelor sale negative e caracteristica atit unei linii majore a literaturii, dar mai cu 
seama a poeziei europene moderne si nu numai, cit si uneia din cele mai puternice si productive linii 
a fdosofiei secolului trecut cu prelungiri pina azi. Scopul lucrarii e de a evidentia succint si 
hiperselectiv sensurile absentei in cele trei zone ale mentionate, unde conceptul a fast utilizat intern si 
are sensuri deja consolidate, precum si de a face un prim pas in vedera aproprierii lui si in cultura 
romina, care arputea duce in viitor, daca se vorface si altipasi, la o comunicare mai bund intre cultura 
noastra si culturile in care termenul e deja bine codificat si lizibilizeaza fenomene pe care, in Rominia, 
comunismul le-a escamotat sau chiar interzis. 

Keywords: absenta, simulacra, urma, moarte, temei, subiect. 


Spre deosebire de contrariile lor, prezen(a si prezent, care au o istorie incarcata, 
generoasa §i de prim rang in teologia, mistica si metafizica europene, de unde au fost absorbite 
si in spa(iul literar, substantivul absenta. (lat. absentia, ae, carcn(a, lipsa, gol, vid, dar §i 
separare, indepartare) §i adjectivul absent (lat. absens, -tis, a nu fi prezent intr-un loc, a fi lipsit 
de ceva, a vadi o lipsa sau o carcn(a, dar §i a fi distras, a fi cu gindul in alta parte), de§i cuvinte 
vechi §i ele, vor avea parte de un destin mai generos in literatura si lilosofie - totu§i, nu fara 
legatura cu o preceden(a ilustra, ajungind pina in modernitate: teologia apofatica sau negativa 
(v. apofatic), unde divinitatea e discutata implicit sau chiar explicit si sub aspectul absentei, ca 
“Dumnezeu absent” (Georges Poulet, 1985, p. 11; 1992, p. 5) - mai cu seama in epoca moderna. 

Utilizat sporadic de poetul Stephane Mallarme in reflecpilc sale despre cxpcricn(a 
poetica, condi(ia poetului, poezie §i limbaj (Stephane Mallarme, 1985, pp. 101-102, 119, 143), 
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dar fara sa aiba la el portanfa semantica §i pozipa centrala pe care le va avea la unii dintre 
comentatorii sai important, tennenul absenta - provenind din verbul latin absum, esse, afui, ( 
compus din prep, ab, de la, din, de, dupa + esse, a fi), a fi absent, a lipsi; a nu lua parte; a nu fi 
alaturi, a nu sprijini; a nu exista, a lipsi; a fi departe, la distant; a fi in afara de - va face cariera 
literara §i filosofic-speculativa (de altminteri, la fel ca §i adectivul si adverbul absent, -a) mai 
ales la cxcgctii importanti ai poetului, spre exemplu, la Maurice Blanchot, Georges Poulet sau 
Hugo Friederich, care vor transfera asupra sa greutatea unor termeni centrali, cu to|ii negativi, 
in gindirea poetica mallarmeana, precum moarte, neant, absolut, disparipc sau noapte. La poet, 
contextele cele mai putemice in care apare sint conexe lie intuifiei neantului ontologic, ca 
atunci cind, de pilda, vorbcstc despre “o noapte”, echivalent simbolic al neantului si morpi, 
“facuta din absenfa”, lie faimoasei sale tehnici poetice a dereificarii, a derealizarii sau 
nulificarii real i tat,ii concrete, ori ca atunci cind se refera “nopunca pura” de floare, “cea absenta 
din toate buchetele”, adica la floarea, nu mai pupn celebra decit tehnica, devenita noponala 
tocmai prin aceasta tehnica de tratare a concretului (Stephane Mallarme, 1945, p. 368). La el, 
pe scurt, absenta desemneza o cvidenpi ontologica: acea a golului, a vidului, a neantului lumii, 
ca rezultat al disparipci temeiului ei substantial, dar §i rezultatul aplicarii deliberate a tehnicii 
menponatc, constind in epurarea obiectului (realitatea) si subiectului (fiinfa poetului) de 
referent prin intermediul unui limbaj el insusi dereferenfializat. 

La critici sai intilnim toate nivelele de semnificafie, mai mult sau mai pupn implicite, 
ale absentei mallanneene: de la nivelul obiectului privat de realitate ontologica, al neantului, 
morpi sau “noppi” din lume, trecind deopotriva prin cel al subiectului creator, al “disparipci 
elocutorii a poetului”, al mortii sale simbolice, care-1 va face la un moment dat sa spuna “eu 
sint perfect mort” §i “acum sint impersonal”(Stephane Mallarme, 1985, pp. 151, 139, 141), de 
fapt, al “sinuciderii folosofice” a poetului (Georges Poulet, 1976, pp. 323-339), pina cel al cel 
al limbii, care “nu poseda realitatea pe care o exprima”, adica “realitatea lucrurilor” (Maurice 
Blanchot, 1980, p. 33), §i la cel tehnic, de derealizare, de anulare fictiva a realitapi concrete a 
obiectului si subiectului si de instaurare in locul lor, in pur limbaj, a unui construct poetic 
artificial, abstract §i fictiv, fara subiect si obiecte reale, facut doar din cuvinte goale, vide de 
referent, situat in afara spapului si a timpului populate de lucruri §i evenimente reale, intr-un 
spapu si un timp ale absentei pure. 

Astfel, la Hugo Friederich, pe de-o parte, absenta e sinonima totodata cu neantul 
mallarmean, cu golul din cuvint §i, mai ales, cu faimosul concept al criticului, acoperind dupa 
el intreaga poezie modema, de “transcendent goala” in sens ontologic, pe care poezia lui 
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Mallarme ar exprima-o, in modul cel mai radical, chiar la nivelul limbajului, iar pe de alta, ea 
are si un sens tehnic si ontic, pnind de procedeul ontopoietic al derealizarii realelor, de ceea ce 
el numcstc “dislocarea realului in absenja” sau “dislocarea in absenja a concretului” (Hugo 
Friederich, 1969,pp.l03, 111, 128-129, 132). 

La fel, Georges Poulet sesizeaza absenta pe toate planurile si de-a lungul intregului 
traseu a poeziei §i gindirii lui Mallarme: astfel, conform criticului, inca din tinere(e, planul 
con§tiin(ei de sine a poetului e “asociat cu constatarea unei absence quasi universale” (Georges 
Poulet, 1977, p. 96), in virtutea careia el se percepe ca “o fiinta privata de azur, privata de 
fericire, privata daca nu de ideal, atunci macar de orice proximitate cu acest ideal”, pentru ca 
apoi, cind poetul aplica deja procedeul derealizarii, pe care criticul o nume§te pe drept cuvint 
indoiala hiperbolica (Georges Poulet, 1976, pp. 333-343), analogon negativ al celei carteziene 
(Georges Poulet, 1977, pp. 100-101), absenta sa traduca, pe planul simbolisticii, principalele 
simboluri ale negativitajii mallarmeene, Noaptea, moartea §i Neantul sau Nimicul: “Noaptea 
este obscuritate totala, absenta a cunoa§terii si chiar a victii, negatic a oricarei existence, neant 
care trebuie sa fie strabatut. [...]. Dar noaptea experimental in ea insa§i, indurata de cel pe 
care ea il orbcstc §i anuleaza, este o stare radical negativa, un fel de moarte. in noapte Mallarme 
se confrunta cu Nimicul. Asta nu inseamna ca el simte ca moare [...], el se aprehendeaza ca si 
cum ar fi deja mort. Mort intr-un univers el insusi mort. Astfel, el se descopera suprimat prin 
aneantizarea celor doi termeni ai opozijiei radicale intre Materie, real, si Vis, fictiv, in care 
traise pina acum. Sa remarcam ca Mallarme purcede la destrucjia de sine §i a lumii printr-o 
decizie libera a spiritului, care este atit de universala §i de totala incit nici un vestigiu de 
pozitivitate nu poate sa scape acestei hecatombe intunecate. Specie de sinucidere in care cel ce 
viseaza sa se suprime, suprima totodata, implicit, si universul in care el se plaseaza”(Idem 
ibidem, p. 109). in sfir§it, dincolo de intclcsul marilor simboluri si de sensul ei ontopoietic, 
criticul vede absenta generalizindu-se si asupra spatiului §i timpului mallarmeene, primul 
ajungind in cele din urma sa desemneze un “loc pustiu, negativ [...], al absenjei oricarui vis 
[...], al unui ideal care nu mai exista”, iar al doilea - o durata constituita din “perpetuitatea unei 
carcntc si din permanenja unei absen(e”, adica o “ durata goala, nuda, durata inghejata §i pustie, 
durata care nu curge, nu inainteaza, durata incremenita” (Georges Poulet, 1976, pp. 311-339). 

La Blanchot, insa, absenta devine termen de referin|a atit in eseurile despre Mallarme, 
cit si in propria critica §i medita(ia sa filosofica asupra literaturii §i artei. 

De asemenea, poate nu fara legatura cu prczcnta infinitivului esse (a fi, fiin|a) la 
radacina sa, care-i confera excelente valence ontologice, absenta a devenit un termen destul de 
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frecvent si in lilosofia contemporana a ncgativitapi, mai cu seama a celei franceze, probabil, 
uneori inspirata §i ea de gindirea ontologica §i metafizica a lui Mallarme, nu numai de cea, 
fill rata prin interpretarea lui Alexandre Kojeve, a lui Hegel, ori a unor Nietzsche §i Heidegger. 

Astfel, la Maurice Blanchot, absenta apare ca un termen capital §i central, iar la Georges 
Bataille - mai ales prin sinonimii sai, precum neant, vid, moarte, nccunoastcre (non-savoir), 
imposibil etc. Era cumva firesc ca hegeliano-kojevienii francezi, totodata mari interpret ai 
celorlalp doi ginditori germani, sa fi ajuns si la el, cita vreme unele din categoriile negative 
utilizate de inspiratorii lor il implicau mereu intr-un fel sau altul, iar uneori au chiar apelat la 
el in contexte cu destula portanta. De pilda, pentru a explica rolul dorintci in geneza constiintci 
de sine a omului in intclcsul hegelian din capitolul IV al Fenomenologiei spiritului, care 
constituie tema decisiva a interpretarii sale, Kojeve apeleaza - spre a indica negativitatea 
funciara a dorintci hegeliene, faptul fundamental ca “Eul dorintci este vid” - la expresia 
“prezenla absenlei unei realitati” (Alexandre Kojeve, 1996, pp. 14-15). 

La fel, la Heidegger exista, de§i fara sa fie centrale, chiar conceptele de Abwesung, 
absentare, §i de Abwesen, absen(a, neajungere la prezen(a, retragere din prezen(a, opuse lui 
Anwesen, ajungere la prezen(a, §i lui Anwesenheit, prezenla (si care impreuna dau o formula 
ca die Anwesung der Abwesung, ajungerea la prezen(a a absentarii), iar Abgrund, abis, concept 
esen(ial in eseul La ce bun poc(i ?, este interpretat de filosoful insusi ca “absenta totala a 
temeiului” teologic §i metafizic, intr-un context in care vorbe§te despre “vremurile sarace” 
holderliniene, adica despre o virsta a lumii lipsita de zei, adica vidata ontologic, metafizic §i 
teologic: “In cele ce urmeaza voi gindi pe Ab- din Ab-grund ca absenta totala a temeiului. 
Temeiul este solul pentru o inradacinare §i o situare ferma. Virsta lumii care i§i pierde temeiul, 
sta suspendata in abis” (Martin Heidegger, 1982, p. 211). 

Tot in Fran(a, absenta e un termen important la ginditorii diferentei, la nietzscheano- 
heideggerienii Derrida, Lacan §i Deleuze, adica in lilozolia dezintemeietoare a urmei (Jacques 
Derrida, 1980, pp. 77-120) §i a simulacrului (Gil Deleuze, 1992, pp.7-8, 183-192, 425-460) 
sau, cum o numeste Vattimo, in filozofia derridiano-lacaniana a absen(ei si in aceea deleuziana 
a simulacrului. Pornind o teza heideggeriana scandaloasa - dar gindita mai inainte de 
Mallarme - din Scrisoare despre umanism (Martin Heidegger, 1988, pp. 297-343), dupa care 
limbajul este “casa llintci”, in intelesul ca fiinta survine in limbaj si e totodata o survenire a 
limbajului (teza rezumata intr-un enunt faimos al lui Gadamer, astfel: “fiinta, care poate fi 
inteleasa, e limbaj”), aceasta “gindire a diferentei” sau “gindire deconstructiva” (Gianni 
Vattimo, 1996, pp. 162-174), descinzind din Nietzsche §i Heidegger, dar legata §i de 
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structuralism, va radicaliza intr-atit aceasta teza incit va priva Uinta insa§i de orice posibilitate 
de acces la prczcn(a, ca §i de orice temei metafizic, de orice origine sau model original/originar, 
ajungind astfel, pe cai diferite, la afirmarea a. ei, fie ca urma, trace, fara raportare la vreo 
prczcnta plina, fie ca simulacru fara relafie cu vreun arhi-model: ’’Gindirea contemporana - nu 
insa si Gadamer - a interpretat «identificarea» heideggeriana dintre fiinfa §i limbaj ca afinnarea 
unei insurmontabile «absentc» a fiin(ei, care ar putea sa se afirme permanent numai ca urma. 
Aceasta afirmare a abscntci §i a urmei poate fi facuta fie ca o ramasita de profunda nostalgie 
pentru prezenfa, cum se intimpla la Derrida si Lacan; fie din punctul de vedere al unei eliberari 
a simulacrului de orice raportare la original si de orice nostalgie pentru acesta, ca la Deleuze. 
in ambele cazuri insa, teza «identita(ii» dintre fiinfa §i limbaj este citita ca o lichidare a oricarei 
posibilitafi de raportare la un «originar», in favoarea unei concept) i a experienfei care se misca 
in superficii”. Caci “filozofia absenfei are interes sa afirme mai ales caracterul de absenfa, 
constitutiv, al liintci, dar aceasta in termeni ce sint inca de descriere metafizica (fiinfa este 
absen(a), iar filozofia simulacrului are interes mai ales sa lichideze, prin notjunca de repctitjc 
difcrentiala, orice referire la vreun original-originar” (Gianni Vattimo, 1994, pp. 82-84). Pe de 
alta parte, aici nu este afirmata doar absenta funciara a liintci §i absenta vreunui model originar 
in producerea simulacrelor, ci insusi subiectul i§i pierde pozifia de prezenfa plina si functia de 
origine, Derrida, de pilda, admirind in interpretatea structuralismului lui Levi-Strauss din 
Gindirea salbatica si Crud si gatit tocmai absenta subiectului: adica “abandonarea declarata a 
oricarei referinfe la un centru, la un subiect, la o sursa privilegiata, la o origine sau la o arhie 
absoluta. [...]. Absenfa centrului e aici absenfa subiectului §i absenfa autorului” (Jacques 
Derrida, 1998, pp. 384 -385). 

Nici la maestrul sau, mare cititor al lui Nietzsche, Heidegger, Bataille, Blanchot, 
Klossowski sau Levi-Strauss §i ginditor al difcrentci §i el, la Michel Foucault, in studiile de 
arheologia cunoa§terii, lucrurile nu stau, in csenta, altfel decit la discipol. §i el privilegiaza 
limbajul in dauna liintci subiectului, mai ales, punind sub semnul intrebarii rolul fondator, 
originant al acestuia si vazind in el aproape in mod constant, inca de pe vremea conferinfei Ce 
este un autor (1964), doar “o I'uncpe (variabila si complexa) a discursului”. Subiectul diferitelor 
limbaje sau scriituri moderne, fie ele ale operelor literare sau de alt tip, nu este un subiect 
existential plin, ci mai curind o absenta, dupa cum el nu este nici originea limbajului - infeles 
el insu§i uneori la modul negativ, mallarmean §i blanchotian, in relapc cu moartea, ca 
“transparenfa reciproca a originii §i mor(ii”, ca ”vid cscntial” (Michel Foucault, apud Mircea 
Martin, 1996, pp. 9, 28) - ci mai curind o copie a altor copii, un simulacru complex, alcatuit din 
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limbaje preexistente, fiindca ceea ce arheologia foucaultiana a discursurilor cunoa§terii 
descopera, incepind cu secolul al XlX-lea, “este nu atotputemicia unui discurs prim, ci faptul 
ca, inainte de apronunja cel mai neinsemnat dintre cuvinte, noi sintern deja dominati si imbibap 
de limbaj” (Michel Foucault, 1996, p. 352). Altfel spus, pentru el, subiectul e limbajul, iar 
aceasta teza, in plus, radicalizata prin desprinderea lui de referent, e confirmata si de propriul 
scris: ’’Foucault ne ofera spectacolul unui limbaj nu numai fara subiect (cum pretindea), dar si 
fara referent” (Mircea Martin, op. cit., p. 31). Aceea§i teza despre dispari(ia subiectului ca 
prczenta plina si despre instalarea, pe locul vacant lasat de acesta, a limbajului, care-i 
marcheaza absenta, e formlata net, in legatura cu scriitura, de criticul Roland Barthes: 
“subiectul nu este o plenitudine individuals [...], ci, dimpotriva, el este un vid in jurul caruia 
scriitorul impletcstc un cuvint infinit transformat, in asa fel incit orice scriitura care nu minte 
nu desemneaza atributele interioare ale unui subiect, ci absenta sa. Limbajul nu este predicatul 
unui subiect [...], ci este subiectul”(Roland Barthes, 1980, p. 172). 

In sfir§it, criticind structuralismul ontologic - de care au fost legal,i prin diverse fire unii 
dintre cei de mai sus, precum Foucault, Derrida §i Barthes - pentru ca visa sa identifice, cum 
s-antimplat in versiuniea sa lacaniana sau in cea levi-straussiana, un metasistem, un cod 
metafizic inexistent, de fapt, sa identifice “Codul Codurilor, Ur-Codul” sau Ur-structura, 
(Umberto Eco, 1968, pp. 48-49) care se-ndeparta pe masura ce era mai insistent cautata, 
Umberto Eco a ajuns sa vorbeasca, utilizind expresia in titlul unei car(i faimoase la vremea sa, 
chiar de struttura assente, structura absenta, pe care o descrie astfel: “Structura este ceea ce nu 
este inca. Daca exista, daca am identificat-o, dc(in numai un moment intermediar al lantului 
care imi garanteaza cxistcnta, sub ea, a unei structuri mai elementare” (Id. ibid., 1968, p.323), 
dar care, in integritatea sa prima sau ultima, nu ce e de gasit niciodata. Ur-structura, deci, “se 
releva numai prin propria ei absena progresiva. Absenja constitutiva a Metacodului permite 
a(Irma(ia ca, intrucit e absenta, structura constitutiva a oricarei alte structuri nu este structurata” 
(Cornel Mihai Ionescu, 2002, p. 18). 

***In fond, la ginditorii negativitatji, ca si la cei ai absentei, urmei §i simulacrului, 
structural isti sau nu, majoritatea lor si prozatori remarcabili, sensul principal si larg al absentei 
ar fi cam acesta: de lipsa sau de disparijie a temeiului onto-metafizic, de dezintemeiere, de 
privare a ceva, fie acesta obiectul sau subiectul, de subs tan (a ontologica, de dcsubstan(ializarc, 
de vid ontologic, de deontologizare, de inlocuire a fiintci sau a temeiului originar, a 
fundamentului cu, de pilda, urma derridiana. §i ar mai fi unui, situat pe treapta urmatore a 
acestui nivel, sa-i spunem, ontologic, de sens: de derealizare, de inlocuire a diferitelor tipuri de 
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realitate cu, de pilda, simulacrele, lipsite de model originar, ale lui Deleuze sau, §i mai radical, 
cu cele complet ircfcrcnpale - apartinind deja lumii telematizate sau “societal) i transparente” 
contemporane (Gianni Vattimo, 1995, pp. 5-34) - ale lui Baudrillard, (Jean Baudrillard, 1981, 
pp. 9-69, 177-187, 227-234 ), la care, in plus, subiectul nu este doar un vid, o absenta, ci e chiar 
fost scos, in lumea contemporana, postmodema, din joe de catre obiect, fiind sedus de acesta 
din urma prin intermediul unor “strategii fatale” (Jean Baudrillard, 1996, pp. 91-134). 

Dar, situindu-se in punctul de joncpunc dintre gindirea lui Mallarme §i filosofia 
ncgativitati i hegeliano-kojeviene §i nietzscheano-heideggeriene, criticul, eseistul, prozatorul §i 
ginditorul Maurice Blanchot este, probabil, adevaratul campion si fenomenolog al absentei in 
literatura si in medita(ia filozofica asupra acesteia. Ca interpret al poetului, el vede pretutindeni, 
in poezia §i gindirea lui Mallarme, lucrind absenta - in fiin(a lumii din jurul poetului §i in el 
insu§i, in limbajul sau §i in gindirea sa, ca §i in cxpcricn(a sa creatoare. Astfel, in cele doua 
abisuri despre care poetul ca spune ca i s-au revelat patrunzind in cxperien(a versului, a 
scrisului, el vede patrunderea sa intr-un timp al “abscn(ci zeilor” si al absentei din sine, al 
propriei morti. Apoi, intre tennenii distincpci pe care poetul o opereaza intre vorbirea bruta sau 
imediata si cea csenpala sau poetica, nici macar prima, cea cotidiana §i utila, de§i e refcrentiala 
si trimite la lucruri reale, nu e propriu-zis bruta, insa nici plina, funded, afirma criticul, “ceea 
ce reprezinta ea nu e prezent”, ci absent: “nimic nu e mai strain de copac decit cuvintul copac” 
din limba uzuala, de vreme ce cuvintul dispare in propriul uz, devenind “un pur nimic, neantul 
chiar, dar in ac(iune”. in schimb, vorbirea poetica li e opusa din acest punct de vedere: “Ea 
este, prin ea insasi, impunatoare, ea se impune, dar nu impune nimic”, fiindca in ea nu vorbcstc 
cineva anume, de fapt, nu vorbe§te nimeni, ci “limbajul se vorbcstc pe sine”. Astfel incit, in 
experienja sa creatoare, “poetul face opera de pur limbaj”, instituind “un univers de cuvinte” 
vide deopotriva de referent §i de subiect, un spatju literar prin cxcclen(a, un spajiu al absentei, 
in fond, opera, poemul: “caci - zice criticul - nimicul este cel care lucreaza in cuvinte”. Iar asta 
din simplul motiv ca, la fel ca in exemplul relajiei dintre copacul real si cuvintului copac, 
cuvintele “au puterea de a face sa dispara lucrurile, de a le face sa apara in calitate de lucruri 
disparate, aparcnta ce nu mai este decit cea a unei disparijii, prczcnta care, la rindul ei, se 
intoarce in absenta prin mi§carea de eroziune si uzura care este sufletul si via(a cuvintelor”, dar 
care au, pe de alta parte, strania “putere de a face sa se «inaltc» lucrurile in sinul absentei, 
stapine a acestei absenje”, avind totodata “puterea de a dispare aici ele inse§i, de a se face 
miraculos absente”. Aici, in acest spa(iu al absentei generalizate, se situeaza “punctul central” 
al cxpcrien(ci lui Mallarme: “cel unde implinirea limbajului coincide cu disparitia sa”, insa 
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“unde vorbirea nu mai este ea insa§i decit aparen|a a ceea ce a disparut, imaginarul”. 
Imaginarul, insa, in esenja sa: adica locul atopic §i timpul acronic in care “se afirma prczen(a 
insolita a lucrurilor reale devenite pura absenja, pura ficpunc”. Acesta ar (i imaginarul specific 
poemului mallarmean, conceput - §i construit ca atare - ca loc fara loc §i timp fara timp, ca 
spapu dcspapalizat si timp detemporalizat, care “oscileaza miraculos de la prczcnta sa ca limbaj 
la absen(a lucrurilor lumii” (Maurice Blanchot, Spa(iul literar, 1980, pp. 31-35, 37-39). 

Asadar, pe toate planurile, de la cel al obiectului si subiectului la cel al limbajului §i 
activitafii creatoare mallarmeene, cuvintul de ordine blanchotian este absenta, sinonim 
principal, spectral chiar, al celorlalte cuvinte esenfiale ale poetului. Caci inspre absenta §i 
moarte converg toate la Mallarme: “Totul se rezuma pentru el - afinna criticul in eseul 
Experienfa lui Igitur - la inrudirea ce s-a stabilit intre cuvintele gindire, absenfa, cuvint §i 
moarte. Profesiunea de credinfa materialista: « Da, §tiu, nu sintem decit zadarnice forme ale 
materiei» nu este punctul de plecare, revelafia care 1-ar fi obligat apoi sa reduca la nimic 
gindirea, pe Dumnezeu, §i toate celelalte figuri ale idealului. In mod evident, el pleaca de la 
nimic, caruia i-a simtit [...] for(a si misterul in meditafia si implinirea lucrarii sale poetice. 
Vocabularul sau hegelian nu ar merita nici o atcntic daca nu ar fi insullc(it de o experienfa 
autentica, iar aceasta cxpcrien(a este cea a puterii negativului” (Id. ibid., 1980, p. 78). 

De altfel, aceasta este puterea hegeliana pe care mizeza si Blanchot insu§i in meditajia 
sa asupra literaturii §i artei moderne, in spe(a asupra operei literare, a imaginii literare §i 
imaginarului in genere, iar ea il va purta, fircstc, din nou, in inima absentei - in sensul, chiar, 
etimologic, de ab-esse, adica, ceea ce se afla ascuns dupa fiin(a, in spatele aparcn(ei acesteia si 
la temeiul ei. Ca fenomenolog al operei literare moderne si contemporane, pe care o prive§te, 
insa, nu ca pe nu obiect, precum esteticianul sau teoreticianul, ci ca pe o cxperien(a vie a 
subiectului creator, principala sa intrebare si tema de medita(ie, mereu reluata de la capat, 
vizeaza punctul originar al operei, cxperienta revelatoare din care purcede sau, cu expresia sa, 
cxpcricn(a originala, in injelesul, mai ales, de originanta (Maurice Blanchot, 1975, pp. 192- 
219): in opera modema, afirma el, “cxperienta devine cautarea esenjei operei, afirmarea artei, 
problema originii” (Id. ibid, 1975, p. 202). Iar asta fiindca opera e, afinna el in eseul Disparijia 
literaturii, “strania mi§care ce merge dinspre opera catre originea operei, opera insasi devenita 
cautarea nelinistita §i infinita a sursei sale” (Maurice Blanchot, 1971, p. 289). Fire§te, conform 
modal ita(ii negative a gindirii sale, el pune problema originii operei literare §i de arta la modul 
negativ si o solujioneaza tot negativ, de vreme ce, dupa el si dupa ceilaltj ginditori ai 
ncgativitatii, precum Bataille, insu§i fundamentul operei e, in ultima instan(a, negativ. Fiindca, 
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intr-un fel sau altul, e legat de “moarte ca posibilitate extrema” in sens heideggerian sau “ca 
posibilitate a imposibilitapi” in sens levinasian - de “potenpa absoluta a negativului (s. n.) care 
devine munca adevarului in lume, care (a)duce negapia la realitate, forma la inform, linitul la 
indefinit”, cum se exprima intr-un pasaj, unde-i invoca pe Heidegger §i pe interpretul sau 
Levinas, insu§i eseistul (Maurice Blanchot, ed. it. cit., 1975, pp. 209-210). Ca atare, mi§carea 
subiectului creator spre originea operei, spre punctul de inspiratio, va sfirsi, paradoxal, cu 
atingerea punctul ei de disparifie: “opera este mi§carea care ne poarta catre punctul pur de 
inspirapic din care (pro)vine §i pe care ea pare sa nu-1 poata atinge decit disparind” (Maurice 
Blanchot, 1971, p. 293). 

Pentru el, “cel ce se consacra unei opere e atras catre punctul unde ea e supusa probei 
imposibiIita(ii sale”, adica dispari(iei sale, adica absentei ei radicale, iar aceasta e “o cxpericnpa 
intr-adevar nocturna, cxpcricn(a insasi a noptii”, cum arata in Exterioritatea radicala, noaptea, 
eseu ce-1 prcfapcaza §i face inteligibil pe a acela faimos, intitulat Privirea lui Orfeu. Dispari(ia, 
absenta operei se revela in diferenpa radicala pe care fenomenologul ei o face intre ceea ce 
numeric prima noapte si cealalta noapte, intre cea in care “totul a disparut’’, in care “se apropie 
abscn(a, tacerea, odihna §i noaptea”, dar numai se apropie, §i cea in care acest “«totul a 
disparut» apare”. Cealalta noapte “e apari(ia lui «totul a disparut»”, a “noptii goale”, vide, la 
care fac aluzie §i pe care totodata o ecraneaza “micile imagini”, “aparitiilc, fantasmele §i visele” 
ce populeaza prima noapte. “Prima noapte e primitoare. Novalis ii dedica imnuri. Despre ea se 
poate spune: in noapte, ca si cum ar avea o intimitate. [...]. Dar cealalta noapte nu prime§te, nu 
se deschide. E intodeauna in afara” (Maurice Blanchot, ed. it. cit., 1975, p. 140). E exterioritatea 
fara rest, exterioritatea radical negativa. Ea este tocmai aparipa disparipci operei, 
fenomenalizarea disparitici sale insasi, adica apari(ia absentei ei cscntialc, unde nici macar o 
umbra de prezenta nu mai ramane - unde nici macar fantasmele primei nopti, figuri ale absentei 
si ele, dar necscntialc, nu mai subzista. 

lata rcvela(ia linala a celui angajat in cxpcricn(a cautarii originii operei: revelapa 
disparipei sale, absenta ei radicala ca origine. E tocmai ceea ce i se releva in ultima instan(a si 
lui Orfeu, in eseul citat, in clipa intoarcerii privirii spre Euridice si disparipici definitive a 
acesteia: Euridice - identificata discutabil de Blanchot, in acest punct al spcculapei sale, cu 
opera, nu cu referentul ei existential, adica nu cu corelatul cxperientci existcnpale in vederea 
ei - in momentul aparitici disparipiei sale, al cxtcrioritapi si stranietapii sale radicale, al 
revclatici absentei sale radicale, adica a nimicului pe care fantasma, umbra sa il disimuleaza: 
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“Numai asta a venit el sa caute in Infern: [...] sa priveasca in noapte ceea ce noaptea ascunde, 
cealalta noapte, disimularea care apare” (Maurice Blanchot, 1980, p. 110). 

Ca fenomenolog al imagini §i imaginarului, Blanchot nu pleaca de la premisa esteticii 
mimesis-ului, asemanarea cu obiectul, ci de la teza cxtcrioritapi radicale a acestora. Astfel, 
imaginea artistica moderna nu trimite cu adevarat, de§i pare s-o faca, la ceva din lumea noastra, 
ci - situindu-se mai degraba, ca si opera, in afara, altundeva, decit pe tarimul nostru - la cu 
totul altceva, in orice caz, la “ceva absent” (Jean Pfeiffer, 1975, pp. IX-XVI). In rela(ia sa cu 
referentul, imaginea literara nu-1 urmeaza pe acesta, nu e “dupa obiect’’, nu e mimetica, ca in 
conceptia comuna, caci imaginea literara nu reprezinta obiectul in consistent sa, in prczcn(a 
sa reala, ci-i reprezinta “prczcn(a in abscn(a sa”. Iar asta nu pentru ca, in ea, llin(a s-ar da si s- 
ar retrage deindata, ci fiindca, a§a cum arata Blanchot in eseul Cele doua versiuni ale 
imaginarului, “imaginea ne da liin(a, dar ne-o da privata de fiin(a” §i totodata, evident, “privata 
de asemanare”. Din perspectiva asemanarii, ea are, dupa critic, o conditic ontica de genul celei 
a cadavrului. Caci, dupa ce a parasit tarimul nostru §i, din om viu, a devenit defunct, acesta, 
intrucit nu mai tine de nici un loc si de nici un timp si, in fond, nu mai este nimic, nu mai are 
aseamanare cu cu nimic de pe aceasta lume: la fel ca §i cadavrul, imaginea artistica, 
reprezentind prezcn(a obiectului in abscnta sa, nu se aseamana propriu-zis cu obiectul, ci se 
“aseamana cu sine insu§i” §i cu nimic altceva (Maurice Blanchot, 1975, pp. 222-231). 

Punind la lucru aceea§i metoda de gindire ca §i in cazul operei si imaginarului si 
discutind-o in corcla(ic cu aceste no(iuni fenomenologice, Blanchot a ajuns, in cartea sa 
Convirbirea infinita (1969), mergind pe urmele romanticilor, mai ales ale lui Novalis, ale lui 
Hegel §i Mallarme, sa scrie pe larg despre insa§i absen(a car(ii (Maurice Blanchot, 1977, pp. 
561-576). Conform mcditatici sale fenomenologice sale asupra cartii, in afara de cartea empirca 
din biblioteci, ce constituie receptacolul material al cunoa§terii, si de cartea ca a priori al 
cunoa§terii, care constituie condi(ia de posibilitate a oricarei scrieri §i oricarei lecturi, exista §i 
“cartea ca totalitate sau Opera” sau Cartea car(ilor, ca totalitate deschisa, in principiu, 
“incluzind in sine nu numai toate operele, ci toate puterile discursului”. Or, aceasta cxigcn(a 
vizeaza imposibilul, e o tinta de neatins in practica scrisului: cu cit un astfel de proiect pare sa 
fie mai aproape de implinire, cu atit posibilitatea sa devine mai mica, mai himerica, fiindca ea 
nu se situeaza in interiorul vreunei carti, ci in afara oricarei carti, “dar nu atit ca exterior al sau, 
ci ca punct de referin(a la un in afara care nu o prive§te” (Id. ibid., pp. 562-563). Fascinanta ca 
ispita, Cartea cu C mare sau cartea totala nu este decit un proiect himeric, decit o fata morgana: 
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e, de fapt, Le livre a venir, Cartea ce va sa vina, care sta sa vina, dar nu vine niciodata, fiind 
irealizabila, absenta mereu, deci (Virgil Podoaba, 2004, pp.9-13). 

in s firs it, in poezie, mai ales in cea modema §i contemporana, la Mallarme §i la mul(i 
al(ii dupa el, iar uneori chiar si in proza, absenta are si un sens fonnal, grade, referitor la 
dispozipa tipografica, vizuala, pe foia de hirtie, a textului, la imaginea sau figura vizuala pe 
care o realizeaza pe baza rclatici neinocente dintre dintre alburi si negruri, dintre goluri si 
plinuri, dintre spa|iile albe §i cele scrise, dintre zonele de “tacerea semnificativa” §i cele de 
limbaj (Mallarme, 1985, pp. 116-117,122-123). 
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AMELIA PAVEL, “ANOTHER WITNESS ”. ABOUT A VISUAL MARK OF THE 

DISTANCE 
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Assoc. Prof., PhD, ”A1. loan Cuza” University of Iasi 


Abstract: Taking into consideration an entirely special book of memoires, Amelia Pavel’s 
Another Witness, our study investigates the relations between the iconic (re)presentation and 
the memoires discourse. Choosing as covers two of her photographs taken at different ages, 
the author suggests to the reader the main significance of the identity themes in the text itself, 
but also invites him to (re)think the importance of the iconic representation as the text’s double 
or suggestive complement. Undoubtedly, Amelia Pavel’s professional identity must have 
played a significant role in this choice. But equally important is the conscious use of the 
photograph inside the book. The deliberate act of remembering and recreating the golden age 
helween the two world wars - when the young author’s own identity blossomed - uses in this 
particular case the photograph as a visual mark of the distance: between identities, ages, 
cultures and after all worlds. 

Key words: Amelia Pavel, Another Witness, iconic representation, photograph, identity, 
distance 


Coperta intai a volumului memorialistic semnat de Amelia Pavel - Un martor in plus, 
Editura Du Style, Bucure§ti, 1997- ne ofera un indice semnificant deosebit de relevant din 
perspectiva rclapci dintre textul autobiografic §i paratextul iconic al acestuia: fo to gratia 
autoarei. Ca in numeroase alte situapi, promisiunea unei cgo-gralii in totul revelatorii se 
materializeaza peritextual, cum ar spune Genette, printr-un fel de dublu obiectual menit sa 
certifice, inainte de orice, o ipostaza semnificativa/ simptomatica a celei ce practica, lucid, 
examenul autoscopic. Din fotografia in tonuri de sepia ne privesc doi copii travcstip in costume 
de camaval (feti|a de vreo 7-8 ani o joaca, vestimentar, pe Scufpa Rosie, iar baictclul cu capva 
ani mai mic ii da replica pozand intr-un arlechin tipic). Amandoi sunt surazatori (cum altfel?), 
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in ciuda posturii rigide impuse, de buna seama, si de fotograful de studio, §i de mama atenta ca 
aparatul sa ii imortalizeze urma§ii in cea mai buna lumina posibila. Indiferent a cata fo to grade 
a celor doi copii este aceasta reprezentare cartonata de la inceputul anilor ‘20 §i indiferent de 
felul in care ea a fost proiectata/ realizata/ dorita etc. atunci, privitorii de dupa aproape opt 
decenii - nu mai vorbim de cei din posteritate! - sunt invitap sa o irpclcaga, oricum, drept 
momentul inaugural, auroral din evolupa autoarei. Rupand-o dintr-o istorie privata, din propria 
istorie privata de fapt, selectand-o cu grija dintr-un album de familie si propunand-o cititorilor 
drept ebosa identitara, aceasta ii schimba fundamental semnul. Dintr-o simpla relieva, dintr-un 
fragment nepremeditat al lumii, ca sa folosim sintagmele Susanei Sontag, fo to grab a devine o 
sinecdoca premeditata a universului rememorat, un vehicul fundamental de semnificape sau, 
mai exact, de semnificalii 1 . 

Mai mult decat o simpla proba identitara dintr-un punct de vedere infailibila, decat 
imortalizarea cat se poate de rapida a unei clipe irepetabile 2 , fotografia si in special fotografia 
de odinioara i§i are insa valerpcle §i funepile bine cunoscute celor care o privesc §i o 
interpreteaza azi. Ea are, mai intai, capacitatea de a re-constitui §i restitui o epoca, oferindu-le, 
in acelasi timp, privitorilor posibilitatea de a se include in sau de a se distant de aceasta. 
Fragment cscnpal(izat) din istoria privata a unei familii, fotografia funcponcaza, apoi, ca 
declarator al unei veritabile arhive sentimentale sau ca emblema a unei „genealogii 
portretizate” 3 : il cmoponcaza nu doar pe cel portretizat - fie, mai rar, in momentul zero al 
imortalizarii, fie, mai des, peste ani -, ci §i pe membrii familiei sale, cu atat mai mult pe 
dcscendentii ce ajung sa caute, obstinat, in portretul de carton aburit de vreme semne ale 
identificarii si motive ale orgoliului apartenerpei. Fotografia pune de asemeni la dispozipa 
amintirilor noastre „ni§te obi§nuin|e §i obiecte uitate, participand astfel la reconfigurarea unor 
culturi revolute” 4 . Artefact cu incarcatura patrimoniala, ea este adesea citita, apoi, ca o marturie 
- ce-i drept, miniaturizata, fraeponata etc., dar oricum semnificativa - a unui cod socio-politic, 


1 „Fotografiile sunt, desigur, artefacte. Dar §armul lor consta §i in faptul ca, intr-o lume plina de relieve fotografice, 
par a avea un statut de obiecte gasite, fragmente nepremeditate ale lumii. Astfel, ele beneficiaza, simultan, de 
prestigiul artei §i de magia realului. Sunt nori ai fanteziei p bulgari de informape” (Susan Sontag, Despre 
fotografie, Traducere din limba engleza de Delia Zahareanu, cu un eseu de Erwin Kessler, Editura Vellant, 
Bucurepi, 2014, p. 77); 

2 „Colorata, maine-i gata!”, suna promisiunea uzuala a fotografdor estivali amatori, prieteni buni cu maimuta sau 
alte lighioane torturate de caldura, ce cutreierau plajele deloc exotice de pe malul Marii Negre sau parcurile din 
stapunile montane, in cautarea clienplor dornici sa conserve clipele (desigur de neuitat!) din vacan(ele comuniste; 

3 Andi Mihalache, in Contribufii la istoria ideii de patrimoniu. Surse, evoh({ii, interpretan, Editura Universitapi 
„AI. 1. Cuza”, lap, 2014, p. 342; 

4 Idem, p. 347; 
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mentalitar, cultural, in starlit, privind acum fotografiile de atunci, cautam in aceste exponate 
muzeale, indiferent daca au fost realizate in studioul fotografului ori in aer liber, si rcfcrcntii 
identitari, proprii figurilor imortalizate pe carton, si elementele de recuzita, care adesea 
delimiteaza si autentifica epoca realizarii §i codul cultural specific acesteia. 

Reprezentare vizuala a altcritapi, fotografia de epoca, ne-o spune un teoretician francez 
al genului, era destinata totu§i altcritapi ireductibile 5 . La fel ca in cazul exponatelor ce 
imortalizau figuri de copii sau tineri disparuti prematur, putem privi si intclcgc, asadar, orice 
imagine de gen ca semnificant al doliului, al pierderii ireparabile... Cum §tim dintr-un cunoscut 
text barthesian, in aceasta forma „in intregime incarcata de contingent^”, care sfideaza granitele 
temporale, avand simultan capacitatea de a capta o clipa unica din trecut si de a privi decis 
inspre viitor, cautam finalmente tot alteritatea radicala: „Moartea este eidos-ul acelei 
Fotografii”. Precum celebra fotografie din Sera, in jural careia i§i fimdamenteaza Roland 
Barhes sensibilizatorul demers hermeneutic din La chambre claire. Notes sur la photographic 6 , 
fotografia copiilor de pe coperta volumul confesiv al Ameliei Pavel poate fi interpretata prin 
urmare §i ca o emblema a absentci, a distan|ei §i a difcrentci: intre realitate §i fata ei iconica; 
intre epoca traita de micujii deghizap si prezentul consemnarii, asadar intre contextul 
existential real si conservarea acestuia in memoria autoarei; intre cei doi copii, a§ezap, 
simbolic, spate in spate, ca §i pregatip sa pascasca pe drumuri existenpale total diferite (§i, 
atcntie!, cartea chiar se incheie cu o recunoastcre a separarii fraterne - Amelia vizitandu-§i, la 
senectute, fratele strasbourghez, cu nurori alsaciene). 

Istoricul ie§ean Andi Mihalache, specialist recunoscut in patrimoniu, autor al unui 
studiu substantial despre Textul din imagine. Narativizarea fotografiei in literatura 
autobiografica din Romania (secolele XX-XXI) - inclus in cel mai recent op al sau: Contribulii 
la istoria ideii de patrimoniu. Surse. Evolutii. Interpretari - se arata convins de important 
narativizarii fotografiei in literatura autobiografica din Romania (secolele XX-XXI). Lasand la 
o parte incertitudinile terminologice, altminteri fire§ti (istoricul pune semnul egalitalii, spre 
exemplu, intre jumalul intim, amintirile in dialog si memorialistica - specii bine delimitate, 
indeosebi formal), sa rctincm opinia cercetatoralui in privin(a utilitapi fotografiei in discursul 
autobiografic: „diari§tii pomenesc adesea de imagini pe care nu le mai au sub ochi. Le 

5 „Car le visage ne s’anime qu’au regard d’une alterite irreductible - celle d’autrui ou celle de Dieu - qui l’apelle 
et le fait vivre, ouvert au risque et a Finquietude de son humanite” (Le visage, dirige par Chaterine Chalier, 
Editions Autrement, Serie Mutations no.48, Paris, 1994, p. 69); 

6 Roland Barthes, Camera luminoasa. lnsemndri despre fotografie , traducere de Virgil Mle^nija, Editura Idea 
Design & Print, Cluj, 2009; 
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mcnfioncaza insa destul de amanun(it, folosindu-le ca proteze ale rememorarii. Ca metoda de 
recuperare memorials, ei narativizeazS deseori nistc obiecte-reminder, instantaneul de carton 
devenind pretextul unor povestiri ample, mai mult despre altii decat despre ei in§i§i. Sunt 
oameni ram as i pe marginea timpului, de parcS istoria nu ar fi ajuns panS la ei. Par emulii unui 
adevSr invins, incapabil sS ne mai ocupe vreodatS. Fotografiile lor taie lumea in felii care, prin 
sinecdocS, sunt echivalate cu realul in intregimea sa” 7 . 

Spre deosebire insS de diaristii si memorial i§tii care ii sprijinS teoria (Nicolae 
Manolescu, Cititul si scrisul; Lucia Demetrius, Memorii; Margareta Amza, Demult, ca §i ieri; 
Oana Pellea, Jurnal (2003-2009); Matei CSlinescu, Ion Vianu, Amintiri in dialog; Petre Oprea, 
Jumal (1967-1970); Valeriu Cristea, Bagaje pentru paradis; Livius Ciocarlie, & comp.; Sanda 
Stolojan, Nori peste balcoane. Jurnal din exilul parizian, dar si Amurg senin. Jurnal din exilul 
parizian. 1997-2001; Tia §erbSnescu, Femeia din fotografie. Jumal 1987-1989; Ileana 
MSISncioiu, Recursul la memorie. Convorbiri cu Daniel Cristea-Enache; Mircea Horia 
Simionescu, Febra. File de jurnal (1963-1971); Annie Bentoiu, Timpul ce ni s-a dat; Elisabeta 
Isanos, in Bucure§ti, fSrS adresS §.a.), Amelia Pavel nu folose§te fotografia ca protezS a 
rememorarii; pentru ea, cum se va vedea, instantaneul de carton nu devine niciodatS pretextul 
unor povestiri ample, mai mult despre al(ii decat despre ea insasi, ei e invocat ca probS 
elocventS, chiar infailibilS, in procesul de elaborare a unui punct de vedere socio- sau etno- 
identitar. §i il invocS intr-un mod simplu, precis, dovadS ca memorialistei Amelia Pavel nu-i 
place deloc genul de fotografie narativizatS excesiv din textele confesive ale cclorlalti. Cu toate 
ca, sau poate tocmai pentru ca este o specialists in decriptarea emblemelor identitare vizibile, 
spre exemplu, in portretele, mS§tile si antimS§tile din arta secolului al XX-lea; a se vedea, intre 
altele, descrierea autoportretelor torturate ale lui Bacon, printre primele care, in pictura de la 
mijlocul secolului al XX-lea, vestesc antimasca, „reluand lan(ul abandonat al eforturilor de a 
demasca figura umanS - in intregul ei de astS data - §i nu numai in fizionomie” 8 . 

Sa revenim, insa, pentru doar cateva momente la fotografia din colajul interesant de pe 
coperta realizata, cum suntem informal) intr-o notifa peritextuala, de Doina Uricariu 9 . Nu 
trebuie sa scapam din vedere un amanunt esenfial: cum nu avem nicio indoiala in privinta 


7 Andi Mihalache, op. cit., p. 365; 

8 Amelia Pavel, Simboluri, surse, idolatrii in arta moderna, Editurile Atlas §i DU SYLE, Bucure^ti, 1998 p. 38; 

9 „Coperta de Doina Uricariu. Ilustratia de pe coperta intai este un colaj reprezentand o fotografie din copilarie a 
autoarei alaturi de fratele ei, in costum de carnaval, fotografie de familie suprapusa peste tabloid lui Robert 
Delaunay St. Severin No 1, 1909, ulei, 117 x 83 cm. Colecpc privata. Fotografia de pe coperta a patra a autoarei 
face parte din colecpa personala”; 
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implicarii Ameliei Pavel in realizarea copertelor (de buna seama, cunoscutul critic §i istoric de 
arta a optat lucid pentru aceasta varianta de prezentare editoriala a propriului produs), colajul 
cu pricina trebuie sa fi reprezentat pentru autoare o emblema a idcntitapi sale socio- 
profesionale 10 . Dar si o rccunoastcrc, fie §i voalata, a unei realitap pe care cunoscutul critic si 
istoric al artelor a intuit-o inca de pe vremea cand lucra la studiul Surse, simboluri, idolatrii in 
arta moderna: anume, ca s-ar putea ca „batalia dintre pictura §i fotografie” sa fie ca§tigata de 
ultima. Cu un amendament, care in varianta Susan Sontag suna ceva mai edulcorat: e adevarat 
ca, in tranzacpile dintre pictura si fotografie, „fotografia a deli nut superioritatea. Nu e nimic 
surprinzator in faptul ca pictorii, de la Delacroix si Turner pana la Picasso si Bacon, s-au folosit 
de fotografii ca ajutor vizual, dar inca nu se asteapta ca fotografii sa se ocupe de pictura. 
Fotografiile pot fi incorporate sau transcrise intr-o pictura (colate, combinate), dar fotografiile 
incapsuleaza in ea insap arta. Expcrienta privirii picturilor ne poate ajuta sa ne uitam mai atent 
la fotografii.” * 11 

Nu putem decat sa presupunem cat de atent se uita criticul de arta Amelia Pavel la orice 
fel de fotografie; cu siguranta insa memorialista cu acelap nume a ales conpient p fotografia 
de pe coperta intai a opului autobiografic, p pe cea de pe coperta a patra. Mare admiratoare a 
simetriei p ordinii, cum o recunoape deschis din primele pagini ale carpi, autoarea ip deschide 
confesiunea cu o fotografie miniaturizata din copilarie, in care apare, cum spuneam, alaturi de 
frate, in travestiul obisnuit in momentele festive din Belle Epoque, p o inchide cu o fotografie 
marita din anii senectupi. La fel ca ilustrapa de carte, fotografiile de pe copertele ce inchid 
insemnarile memorialistice sunt prin urmare excelente modalitap de transcendere a textului 12 . 


10 Memorialista Amelia Pavel a profesat ca cercetator pimplie la Institutul de Istoria Artei al Academiei Romane 
(1953-1977), secretar s>tiinti lie de redactie la „Studii p cercetari de istoria artei” p «Revue roumaine de l’histoire 
de l’art» p cercetator piinpfic la Muzeul National de Arta - Galeria naponala. Din 1994 a predat cursuri de Istoria 
artei moderne p Arta secolului XX la Facultatea de Istoria Artei, Academia Nationals de Arta. A publicat o serie 
substanpala de carp fpe de dieponar, studii, articole p cronici de arta romaneasca p straina. Printre cele mai 
cunoscute titluri se numara: Ion Theodorescu Sion (1965), Idei estetice in Europa $i arta romaneasca la rascruce 
de veac (1972), Expresionismul p premisele sale (1978), Rembrandt: gravurile (1987), Peisaj natural, peisaj 
uman (1987), §tefan Cdlfia (1989), Pictura romaneasca interbelica (1996), Pictori evrei in Romania (1996), 
Simboluri, surse, idolatrii in arta moderna (1998) §.a. 

11 Susan Sontag, op. cit., p. 153; 

12 Am preluat sintagma dintr-un cunoscut studiu al reputatului teoretician al literaturii Toma Pavel, nimeni altul 
decat fiul Ameliei: „Transcenderea textului ne place mult, in special cand atingem lumile care apartin aceleiap 
familii, atat prin mijloace textuale, cat p extratextuale. A§a-numitele romane cu cheie sunt atat de gustate, tocmai 
pentru ca, in timp ce ne indreapta catre aceleap teritorii ca p cunoaperea extratextuala, ele confera un sentiment 
de implinire aventurilor noastre textuale. Acelap lucru este valabil pentru ilustrapa de carte; privind gravurile lui 
Gustave Dore pentru cartea lui Rabelais, Gargantua, recunoapem figura eroului gigant nu datorita artificiilor 
textuale specifice, ci pentru ca am prelucrat informa(ia textuala, lasand de-o parte cele mai multe efecte stilistice 
p naratologice.” (Toma Pavel, Lumi ficfionale, traducere de Maria Mociornita, prefa(a de Paul Cornea, Editura 
Minerva, Bucurepi, 1992, pp. 119-120); 
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Cu ajutorul lor, atcnpa privitorului este dirijata inspre o lectura care sa privilegieze deopotriva 
emblemele apropierii/ identificarii si in-semnele difcrcnpcrii/ distan^arii: adica rcfcrcnpi 
identitari failibili (trasaturile fizice, in mod clar estompate de trecerea celor aproape opt 
decenii) sau infailibili (numele celei ce apare in ambele fotografii), respectiv elementele de 
recuzita (costumul de carnaval vs. palaria simpla de paie). Devenite, similar, ecouri vizuale ale 
unui proces de clarificare interioara... 

Pe de alta parte, deloc intamplator, fotografia ca obiect cultural, purtator de multiple 
scmnificapi, apare - ce-i drept, foarte rar - §i in textul propriu-zis. Trans formandu-se, de fapt, 
intr-un Un martor in plus al traducerii in cuvinte a procesului de care vorbeam mai sus. 

Pentru prima data, fotografia este invocata ca ajutor al portretisticii. Evocand inclinapa 
tatalui si a cercului sau de prieteni evrei (avocatul Willy Filderman, deputat liberal s.a.) spre 
„organizarea unor permanente acpuni de binefacere de amploare. Fonduri pentru §coli de 
meserii si institupi culturale, orfelinate, camine de batrani - si in ora§ele de provincie - dar §i 
ajutoare directe, periodice, cu diferite ocazii”, Amelia Pavel probeaza „acest mod de 
solidaritate umana organizata” eficient cu liniile unui portret de fundal, a carui imagine este 
fixata cu ajutorul unei analogii fotografice: „Cunostcam tradifiile caritapi individuale si le 
apreciam copilarcstc, chiar daca, sambata, cand venea regulat la noi la masa foarte batrana tanti 
Rissl - despre care habar n-aveam sa fi fost ruda cu noi - mai radeam cateodata de ea §i o mai 
tachinam. Ea nu se supara; era mica, slabuja, foarte ingrij it imbracata cu hainele ei de stars it 
de secol XIX, ca in fotografiile bunicilor, cu fusta lunga neagra in pliuri si buzunar incapator 
mai jos de genunchi, bluza tot neagra cu pasmanterie lucioasa si o pieptanatura stransa cu un 
coc mic impletit pe ceafa” 13 . 

De doua ori apare apoi mentionat un obicei adolescentin destul de frecvent in epoca (§i 
care va fi pastrat pana spre finalul regimului comunist, cu minime variapi justificate de 
ierarhiile filmice pennise/ incurajate in diferite decenii ale acestuia): „Jucam « Schwarzer Peter 
» (un vechi joe de carp german cu personaje care semanau cu micile sculpturi de pe altarele 
catedralelor gotice), strangeam fotografii de artisti de cinema, pe care ii mazgaleam in fel §i 
chip si ale caror gesturi si mi§cari le imitam exagerandu-le. Ma faceam ca plang ca Fya de Putt- 
- marea vedeta - vampa a epocii - trantindu-ma pe canapea zguduindu-mi umerii, cu capul 
culcat pe brap’ 14 . Respectiv: „Mersul la cinema era pe atunci foarte important: devenise 


13 Amelia Pavel, Un martor in plus, ed. cit., p. 34 ; 

14 Idem , p. 49 ; 
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principalul divertisment, iar actorii de cinema vedete ale caror fotogralii le colccponam. Anny 
Ondra, Willy Fritsch, Ramon Navarro, Ivan Mosjoukhine ne suradeau din fotogralii, sprijinite 
de cate un vas de flori. Erau fizionomiile epocii, irecuperabile, al caror specific tinea §i de 
altceva decat de pieptanatura sau de fardul la moda in epoca. De ce anume? Probabil de felul 
de a vorbi, de vcstimcntapc §i tinuta provocata de ele, de manierele si gesticula|ia la moda, de 
clima §i de prejudecati, de obiceiuri §i felul de a te purta cu ccilalp” 15 . 

O sigura data apare men(ionat, apoi, obiceiul parintilor (ce aveau „acel cult al vacantci, 
al « vilegiaturii » cum se mai spunea pe atunci”), de a trimite probe ilustrate ale evaziunii 16 
pennise, cu sau fara grcuta(i financiare: „Pana la adanci batrane(i, pana la stars it, pari n(i i mei 
au respectat cu grija plecatul in vacan(a, trimi(and con^tiinciosi fotogralii de la mare si de la 
munte unde i§i faceau datoria de a li prezen(i ca oameni iubitori de tradific. Puteau li 
considerate aceste placeri si ca o obligate sociala, dar nici acest aspect nu le altera apartenen|a 
la realitatea cxistcntci” 17 . 

Singura fotografie personala descrisa si interpretata succint in text este tot o fotografie 
din copilarie. Nu putem, nici acum, justifica aceasta alegere la fel cum o face, spre exemplu, 
Regis Durand, dupa care majoritatea spectatorilor maturi prefera pozele din copilarie pentru ca 
acestea sunt mai ospitaliere 18 . Pentru ca, §i in acest caz, fotografia copilei este adusa ca proba 
imbatabila a unei cutume relevante pentru o dubla difcrcntierc sau distan(are. O data, pe 
orizontala ierarhica, vizibila in interbelic pe multiple axe (spre exemplu: statut social, 
specificitate de gen - masculin vs. fern in in s.a.); a doua data, pe verticala temporal ita(ii 
(difcrenta uria§a intre atunci §i acum). Este vorba despre obiceiul purtarii costumului popular 
romanesc. lata, mai intai, descrierea acestuia §i opinia ferma a memorialistei ce nu pierde 
prilejul sa puncteze variile fonne de alteritate specifice interbelicului: 

„In zilele noastre, el [purtatul costumului national, n. mea, E.I.] are un caracter 
spectacular: a fost preluat de televiziune, serve§te turneele de folclor din strainatate, este 
practicat in festivaluri §i procesiuni folclorice, dupa ce ani in sir a stat la baza concursurilor 


15 Idem, p. 73 ; 

16 Am discutat despre relevant formelor de evaziune descrise in cartea Ameliei Pavel in studiul Memorialistica 
Ameliei Pavel. Despre fonnele de refugiu permise intr-o „altd Romdnie, In miniatura unui exil”, in 
Communication interculturelle et litterature ”, no. 22 / 2015 - Fonne ale opozifiei culturale p reprezentdri 
identitare in Europa totalitarismelor. Formes de I'opposition culturelle et representations identitaires dans 
1’Europe des totalitarismes (Tome I), Coordination Alina Crihana, Casa Cartii de §tiin(a, Cluj-Napoca, 2015, pp. 
95-112; 

17 Amelia Pavel, Un martor in plus, ed. cit., p. 39 ; 

18 Regis Durand, Le Regard pensif. Lieux et objets de la photographie, Paris, Editions de la Difference, 2002, p. 
110 ; 
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« Cantarea Romaniei» - toate ocazii de a se oferi variante teatralizate, cabaretizate, adesea 
denaturate ale formelor artistice de port tarancsc. in copilaria mea insa §i mult mai inainte inca 
- arborarea acestui costum, desi avea un caracter festiv, nu se inscria in ordinea 
divertismentului, ci era semnalul unei marturisiri, al adeziunii la un sistem de valori din care 
nu era exclusa cochetaria. De fapt era purtat numai costumul feminin - costumul national 
barbatesc va fi arborat abia dupa 1935 §i va avea o nota pronun(at politica, atunci, la inceput 
de nuan|a legionara. Inainte insa il purtau mai ales « doamnele din societate », pornind de sus 
de la regina §i doamnele de onoare pana la familiile boiere§ti. In anii ‘20 - ‘30 vcstimcntapa 
aceasta - ocazionala - devenise o moda, careia vazuta de astazi nu i-as mai mai adauga niciun 
fel de conotape prioritar mondena, chiar daca imprejurarile folosirii puteau parea uneori pupn 
frivole §i au fost si privite astfel de lumea avangardista. Asemenea hnprejurari erau de exemplu 
legate de bazarele organizate cu scop de binefacere de doamne din inalta societate (cum se 
spunea pe atunci) de obicei cu prilejul unor baluri sau serate. Obiectele lucrate de mana erau 
oferite spre vanzare de aceste doamne, imbracate in costum national. Curand au preluat practica 
acestor bazaruri si doamnele din burghezia instarita fara blazon boieresc. imi amintesc de 
societatea « Crinul » din care faceau parte mama si prietenele ei. Ele nu se imbracau chiar in 
costum national - exista o politicoasa rezerva in a incalca mici, dar bine inradacinate delimitari 
sociale. in schimb se imbracau copiii, in imprejurari solemne, cu astfel de costume”. 

Si proba fotogralica despre care vorbeam: 

„Pastrez §i acum o fotogralic a mea, de la serbarea de « fine de an », intr-un frumos 
costum din zona Bicazului. Eram in clasa a doua primara, luasem premiu, iar tatal meu a tinut 
in mod special sa marcheze evenimentul printr-un soi de dcclaratic de apartcnenta, de 
pecetluire a acelui « fair play » national in care credea §i el §i mul(i altii din gcneratia lui.” Sa 
mai vorbim despre perpetuarea obiceiului intr-o fonna pervertita ideologic in comunism?! Ne 
amintim cu to(ii de fotografiile in costum de soim al patriei sau pionier, investit cu emblemele 
specifice. Semn al mutatici/ pierderii escntialc, dinspre etno-identitar spre ideologic etc. Dar sa 
revenim la fragmentul memorialistic, incheiat cu o obscrvape de cu totul alt ordin, ce 
dovcdcstc, surprinzator, interesul autoarei pentru poetica jurnalului: „Poate ca astazi ar putea 
sa sochczc o asociere de acest nivel intre frivolul monden al unei mode cu nistc valori de baza 
ale cxistcntci. La vremea aceea faptul nu avea insa nimic neobisnuit §i cred ca era simptomul 
pozitiv al unei stari de armonie §i integrare, caracteristica socictapi romanesti in intervalul de 
timp dintre 1880 §i 1937-1938, stare de care au beneficiat toate categoriile sociale §i etnice pe 
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plan economic §i nu mai pu^in pe plan moral. Poate ca acest aspect, nu prea des pomenit nici 
in istoriografie nici in memoralistica, fiindca nu iese u§or §i direct in evident, ci doar prin 
intennediul unor experience personale, sa fie unul din principalele puncte de atractic si chiar 
fascinatia difuza exercitata de acea epoca asupra celor de azi” 19 . 

Oricum, toate rcfcrintclc fotografice din cartea Ameliei Pavel par a ilustra vocal,ia 
esenliala a fotografiei - aceea de a rccunoastc: „Fotografiile, ne atrage atcntia Susan Sontag, 
sunt deseori invocate ca ajutor pentru in|elegere si tolcranl,a. In jargonul umanist, cea mai inalta 
vocaCie a fotografiei este explicarea omului pentru om. Dar fotografiile nu explica: ele 
recunosc” 20 . Am crede ca, inainte de orice, este recunoscuta nevoia de recuperare a unei epoci 
in care intalnirea cu alteritatea era inca dorita, incurajata, cautata cu ardoare, iar plonjarea in 
domestic nu era inca rcsimpta ca forma de protcclje impotriva asaltului raului de vector socio- 
politic si ideologic, ci era traita ca forma de manifestare a profimdei bucurii de a trai in chiar 
centrul unui univers protector, in care totul parea a favoriza „sentimentul stenic al existen^ei, 
colorat §i de un anume orgoliu de « casta »” 21 . 

Fotografiile Ameliei Pavel sunt evocate, cum s-a vazut, in doar cateva pagini din 
„memoriile bune, adica neresentimentare, libere de obsesia judccatjlor radicale, a imaginilor 
gata facute despre un trecut sistematizat, indeob§te, in alb-negru” 22 . Cu siguranta, insa, ele 
coloreaza afectiv si concentreaza elocvent lumea acestui Martor in plus cu totul exceptional... 
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Abstract: If the majority of the avant-garde writers and artists considered it necessary at one moment 
to put their tools in the sendee of the proletarian revolution, they followed closely in fact the main 
theses of Marx and Lenin, in which they strongly believed for a while. The idea of a “proletarian ” or 
“revolutionary> ” art (i. e., of an art in the service of the proletarian revolution), discussed with a grain 
of salt by the main theorists of the Marxist doctrine (Marx, Engels, Lenin, Trotsky, etc.), was also 
emphasized in many writings of the avant-garde writers; thus, in 1930, the main surrealist publication 
symbolically changed its title from La revolution surrealiste to Le surrealisme au service de la 
revolution, as the French surrealists considered themselves in the service of the Comintern. Following 
their example, the first Romanian surrealists (Geo Bogza, Gherasim Luca, Paul Paun, S. Perahim, etc.) 
sustained in the fourth decade of the twentieth century the idea of an engaged art, and put their entire 
activity in the service of the proletarian revolution (during that period they also published political 
pamphlets and critical articles against the Romanian oligarchy, Fascism and the war in the left 
magazines of the time). 

Keywords: poetry, avant-garde, surrealism, revolution, communism. 


Daca mul^i dintre corifeii avangardei au considerat necesar la un moment dat sa-si puna 
condeiul in serviciul cauzei rcvolupci proletare, ei n-au facut decat sa urmeze intocmai 
invalatura marxist-leninista, in care au crezut o vreme (mai mult sau mai pu^in indelungata, 
dupa caz) cu toata taria. §i daca Marx privea istoria ca un proces dinamic generat de motorul 
luptei de clasa (i. e. „antagonismul dintre clasele exploatatoare §i clasele asuprite” 1 ), revolupa 
proletara, urmata de instaurarea dictaturii proletariatului, era vazuta ca o etapa fireasca (recte 
necesara) in procesul de edificare a socictapi fara clase, in care ar fi trebuit sa fie complet 
eradicate exploatarea omului de catre om. Comunismul era definit de Marx „ca suprimare 
pozitiva a proprictapi private - aceasta autoinstrainare a omului - §i deci ca apropriere reala a 

1 Karl Marx, Friedrich Engels, Manifestul Partidului Comunist, editia a Il-a revazuta, Editura Nemira & Co., 
Bucure^ti, 2006, p. 26. 
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cscrpci umane de catre om §i pentru om”. 2 3 Prin aceasta suprimare „pozitiva” a proprietapi 
private, vechile „moduri particulare ale producpei” - religia, familia, statul, dreptul, morala, 
stiinpi, arta etc. - care-1 „instraineaza” pe om, sunt la randul lor abolite, omul reintorcandu-se 
de la acestea „la cxistcnta sa umana, adica sociala"? in noua oranduire, cultura burgheza, 
apanajul vechii clase dominante, va fi, in mod natural, inlocuita de cultura proletara. Insa cum 
va arata aceasta §i daca va fi chiar cu putin|a in condipilc „dictaturii proletariatului”, nici Marx, 
nici Engels nu au oferit un raspuns edificator, ci mai degraba se poate spune ca au eludat 
chestiunea, descriind doar cum ar putea arata in general societatea si implicit cultura viitoare 
in conditiilc disparipei proprietapi private §i a diviziunii muncii - teoretic n-ar mai trebui sa 
existe, de pilda, poep, pictori, fizicieni, astronomi etc., ci oameni „universali” care, intre altele, 
se vor ocupa cu poezia, pictura, fizica, astronomia etc. 4 , dupa cum n-ar mai trebui sa existe 
culturi naponale, ci o singura cultura universal! 

Pentru Lenin, celalalt ideolog important al comunismului §i principalul artizan al 
rcvolupci bolscvicc, noua cultura trebuie sa fie patrunsa de „spiritul luptei de clasa a 
proletariatului pentru infaptuirea cu succes a scopurilor dictaturii lui, adica pentru rastumarea 
burgheziei, pentru dcsfiintarea claselor, pentru inlaturarea oricarei exploatari a omului de catre 
om”. 5 Lenin, insa, considera ca noua cultura proletara nu poate face abstracpe de vechea cultura 
burgheza, dimpotriva: „Trebuie sa preluam intreaga cultura pe care ne-a lasat-o molten ire 
capitalismul si cu ajutorul ei sa construim socialismul”. 6 in opinia sa, toate incercarile de „a 
inventa o cultura proprie deosebita” sunt ,,grcsitc din punct de vedere teoretic §i daunatoare din 
punct de vedere practic”, caci e necesara: „Nu nascocirea unei noi culturi proletare, ci 
dezvoltarea celor mai bune modele, tradipi, rezultate ale culturii existente din punct de vedere 
al conceppei marxiste despre lume §i al condipilor de trai §i de lupta ale proletariatului in epoca 
dictaturii sale”. 7 Lenin combate aici conceppa conducatorilor „Proletkult”-ului (Organizapa 
pentru Cultura Proletara, fondata in 1917 la Petrograd de Bogdanov si Lunacearski), conform 
careia cultura proletara ar fi trebuit creata in afara oricarei legaturi cu cultura trecutului, ca un 
experiment de laborator. 8 


2 Karl Marx, Manuscrisele economico-filozofice din 1844, in Marx, Engels, Lenin, Despre literaturd §i arta , 
Editura minerva, Bucurefjti, 1974, p. 46. 

3 Ibidem , p. 85. 

4 Marx §i Engels, Ideologia germand (1845-1846), in Marx, Engels, Lenin, ed. cit ., p. 52. 

5 V. I. Lenin, Despre cultura proletara, 1920, in Marx, Engels, Lenin, ed. cit, p. 148. 

6 Idem, Succeseleputerii sovietice §i dificultap.le ei, 1919, in ed. cit., p. 303. 

7 Idem, Despre cultura proletara, ibidem, p. 148. 

8 Bazele esteticii marxist-leniniste, Editura Politica, Bucurefjti, 1961, p. 637. 
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Aceea§i opinie in legSturS cu cultura proletarS impSrtS§e§te §i celSlalt conducStor al 
rcvolupci bolscvicc, Leon Tro^ki, intr-o lucrare ce s-a bucurat de cel mai mare interes in epoca 
in disc up c (Literatura §i Revolufia, 1924). Pe urmele lui Marx, magistrul infailibil al tuturor 
ideologilor comunismului, Tropd admite (intr-un capitol intitulat Cultura proletara §i arta 
proletara ) cS, dacS fiecare clasS conducStoare isi creeazS propria cultura si, implicit, propria 
arta, inseamnS ca si proletariatul trebuie sS-§i creeze propria cultura si propria arta, insS i§i pune 
imediat intrebarea daca e posibilS cxistcnta unei culturi, respectiv a unei arte proletare. 
RSspunsul e, fSrS rezerve, negativ. Mai intai, pentru ca „proletariatul prive§te dictatura sa ca 
pe o scurtS perioadS de tranzipc” care, probabil, va dura cateva decenii §i nu secole, asadar e 
putin probabil ca el va reu§i sa creeze in acest timp o nouS cultura, dat fiind ca i§i va cheltui 
energia „mai ales in cucerirea puterii, in pSstrarea si aplicarea ei celor mai urgente nevoi ale 
existenlei si luptei viitoare”. 9 Apoi, pe mSsurS ce noul regim se va consolida §i conditiilc vor 
deveni tot mai favorabile crcapci culturale, proletariatul „se va dizolva tot mai mult intr-o 
comunitate socialists si se va elibera astfel de caracteristicile sale de clasa, incetand astfel de a 
mai li proletariat”. 10 Cu alte cuvinte, nu poate fi vorba de construirea unei noi culturi in timpul 
perioadei de dictatura a proletariatului, iar in perioada urmatoare cultura nu va mai avea 
caracter de clasa intrucat clasele sociale vor fi disparut, ceea ce „pare sa conduca la concluzia 
ca nu exista culturS proletarS si nici nu a existat vreodatS §i cS de fapt nu e niciun motiv sS 
regretSm asta”, cSci: „Proletariatul ia puterea cu scopul de a termina pentru totdeauna cu cultura 
de clasS pentru a face loc Culturii omului”. * 11 Ceva mai incolo, concluzia autorului e §i mai 
peremptorie: „in orice caz, cei douSzeci, treizeci sau cincizeci de ani de rcvolupc proletarS 
mondialS vor rSmane in istorie ca cea mai dificilS trecere de la un sistem la altul, dar in niciun 
caz ca o epocS independents de culturS proletarS.” 12 Mai mult decat atat, „termeni precum 
«cultura proletarS», «literatura proletarS)) sunt periculo§i intrucat comprimS Cultura viitorului 
in limitele inguste ale prezentului. Ei falsifies perspective, violeazS proportii, distorsioneazS 
standarde §i cultivS arogan^a unor mici cercuri, care e cea mai periculoasS”. 13 


9 Leon Trotsky, Literature and Revolution , 1924, Chapter 6: Proletarian Culture and Proletarian Art, transcribed 
by N. Vaklovisky from 1957 Russell & Russell New York edition, June 2000, p. 80 (trad, n.), 
http://www.marxists.org/archive/trotsky/works/1924/lit revo 

10 Ibidem. 

11 Ibidem , p. 81. 

12 Ibidem, p. 82. 

13 Ibidem, p. 89. 
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Tro(ki concede in continuare cS exists o create artisticS a unor proletari talcntap, insS 
aceasta nu poate fi considerate literaturS proletarS, intrucat: „Muncitori individuali sau grupuri 
individuale de muncitori dezvoltS legSturi cu arta care a fost creatS de inteligen(ia burghezS §i 
se folosesc de tehnica ei, deocamdatS, intr-o manierS eclectics”. 14 Crcatiilc lor - considers 
autorul - sunt departe de a reprezenta expresia „propriei lor lumi interioare proletare”. Pentru 
a putea vorbi de culturS proletara e nevoie sS existe o legSturS organicS intre aceasta si 
activitatea culturalS a intregii clase muncitoare; or, in opinia lui Trotki, „opera actuals a poctilor 
care au ie§it din randurile proletariatului nu se dezvolta in acord cu planul care e in spatele 
procesului de pregStire a condipilor viitoarei culturi socialiste, adicS cu procesul de ridicare 
spirituals a maselor”. 15 Chiar dacS producpa literar-artisticS a poctilor muncitori e „mult mai 
organica, in sensul ca e conectatS la via(a, contextul §i interesele clasei muncitoare”, aceasta 
nu e literatura proletara, ci exprimS „procesul molecular al ridicSrii culturale a proletariatului”, 
iar o cultura viitoare de mare valoare nSscutS din aceasta va fi „din fericire socialists si nu 
proletarS”. 16 

In locul termenului de „artS proletarS”, desemnand arta creatS de proletariat in perioada 
dictaturii sale, Tropd il prefers pe cel de „artS rcvoluponarS” (vezi capitolul Arta revolutionary 
§i socialists ). in opinia sa, la baza artei rcvoluponarc se aflS douS tipuri diferite de probleme 
artistice: pe de o parte, exists crcatii artistice ale cSror teme reflects Rcvolupa, pe de altS parte, 
exists opere care nu sunt legate tematic de Rcvolupc dar care sunt in intregime impregnate de 
spiritul ei. 17 Arta rcvoluponarS, care „reflectS contradicpile unui sistem social rcvoluponar”, 
nu trebuie insS confundatS cu arta socialists, ale cSrei baze n-au fost puse incS, dar care urmeazS 
a se nastc din arta acestei perioade de tranzipc. 18 DacS prima trebuie sS promoveze 
„consolidarea luptei muncitorilor impotriva exploatatorilor”, fiind impregnatS de „un spirit de 
urS socialS, care e un factor istoric creativ in epoca dictaturii proletare”, cea de a doua va 
promova spiritul de solidaritate, care va fi baza socictSpi socialiste viitoare. 19 

Ca si Lenin, Tropd considers cS arta viitoare va fi de bunS seamS realists, cSci: 
„Rcvolupa nu mai poate trSi cu misticismul. Nici nu poate trSi cu romantismul (tot un fel de 
misticism sub un alt nume)”. 20 InsS termenul realism trebuie privit in sens larg, ca o filozofie 

14 Ibidem , p. 87. 

15 Ibidem. 

16 Ibidem. 

17 Op. cit.. Chapter 8: Revolutionary and Socialist art , p. 100. (trad, n.) 

18 Ibidem. 

19 Ibidem , p. 101. 

20 Ibidem , p. 103. 
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a vic^ii si nu „in sensul arsenalului traditional al scolilor literare”; dimpotriva, „noul artist va 
avea nevoie de toate metodele si procesele dezvoltate in trecut, ca §i de altele noi, pentru a 
capta noua viapt”. 21 

Categoric, realismul era singura optiunc estetica in masura sa redea „adevarul” victii pe 
intclcsul proletarilor §i, totodata, sa-i instruiasca asupra luptei de clasa. Astfel s-a ajuns la a§a- 
numitul „realism socialist”, care, dcsi aparuse, se pare, inca inainte de revolupa din octombrie 
1917 22 , a fost impus in U.R.S.S. drept canon literar-artistic dupa 1932. Principalul teoretician 
al acestuia, Jdanov, afirma in 1934 la Congresul scriitorilor revoluponari de la Moscova ca: 
„de§i literatura sovietica e cea mai tanara dintre toate, ea este cea mai bogata in idei, cea mai 
inaintata si cea mai rcvoluponara. Ea a putut sa zdrobeasca in mod definitiv tot obscurantismul, 
toate concep(iile supranaturale - lesturi ale literaturii burgheze. (...) Literatura sovietica este 
plina de tending, este o arta cu tending, pentru ca nu poate sa existe in epoca de clasa o 
literatura in afara de clase, care sa nu aiba tcndintc, care sa lie oarecum apolitica. Noi ne 
mandrim cu tenden(iozitatea literaturii noastre, deoarece tcndinta ei este indreptata inspre 
dezrobirea muncitorimii §i a umanitapi intregi. Noi stam solid pe terenul vie|ii reale, ceea ce 
inseamna ruperea de romantismul de tip vechi, care infapsa o via(a inexistenta, tarand pe cititor 
in lumea utopiilor”. 23 

Realismul socialist era deci vazut de ideologii marxism-leninismului ca forma artistica 
desavarsita, intrucat dovedea „o in(elegere profund veridica a vic(ii, o reflectare a tcndintclor 
ei principale, indeosebi a celor progresiste”, iar in al doilea rand pentru ca era „o puternica 
arma ideologica a poporului in lupta sa pentru construirea socictapi comuniste” 24 ; a§adar, cele 
doua principii de baza ale realismului socialist erau „reflectarea veridica a real itap i” §i 
„educarea ideologica a oamenilor muncii”, ele formand „o unitate indisolubila” intrucat in 
epoca dictaturii proletariatului „adevarul artistic contribuie la formarea con§tiin(ei comuniste, 
iar educarea in spiritul comunismului nu este posibila decat printr-o reflectare veridica a 
victii”. 25 Evident, realismul socialist era considerat a se opune ireductibil „formalismului 
burghez, expresie a individualismului” §i „una dintre expresiile crizei extrem de profunde in 
ghearele careia se zbate cultura burgheza” 26 , acest antagonism fiind privit drept „reflectarea in 


21 Ibidem. 

22 Bazele esteticii marxist-leniniste , op. cit., p. 613. 

23 Apud Alexandra Sahia, U.R.S.S. azi, Editura Librariei “Ion Creanga”, Bucure^ti, 1935, p. 175. 

24 Bazele esteticii marxist-leniniste, op. cit., pp. 627-628. 

25 Ibidem , p. 628. 

26 Ibidem , p. 632. 
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arta a antagonismului dintre foflele sociale progresiste §i cele rcacponarc, dintre tending 
istorica a victoriei socialismului si tendinja istorica a imperialismului, care merge spre pieire 
§i prabu§ire”. 27 

In ceea ce prive§te avangarda, de§i cei mai midp dintre corifeii sai au salutat cu 
entuziasm revolutia rusa ca materializare a profcpilor lui Marx, vazand in ea acea emancipare 
social!! care trebuia sa aduca eliberarea completa a omului de orice aservire, ideea de angajare 
politica §i, implicit, de literatura angajata a ramas pentru ea problematica, dat fiind ca prin 
definite avangarda se opunea oricarei tutele. Astfel, de pilda, in Manifestul federafiei vagante 
a futuri§tilor publicat de V. Maiakovski, D. Burliuk §i V. Kamenski in „Gazeta futurista” din 
Moscova in 1918 (a§adar dupa revolutia din octombrie), se afirma ca: „To(i poejii se consider!! 
ni§te rcvoluponari ai spiritului, orice rcvolupc exterioara Hind pentru ei prea «meschina», prea 
«materiala», pentru ca ei vad «mai adanc», vad mai departe si nu se multumcsc cu 
marunti^iuri”. 28 Putem conchide atunci ca inregimentarea lor politica ulterioara 29 a fost mai 
degraba conjuncturala decat rodul unui entuziasm genuin fata de cauza rcvolupci? Dupa 1922, 
statul sovietic incearca tot mai mult sa limiteze libertatea de create, impunand prin decrete si 
hotarari oficiale ideea de „arta proletara” §i, daca gruparea „Lef ’ adera la acest deziderat, 
gruparile imaginista si OBERIU se opun 30 (de altminteri, din acest moment, orice mi scare de 
avangarda autentica, pentru a ramane fidela propriilor principii, ar li trebuit sa intre in opozi(ic 
fa(a de politica oficiala). Cat despre suprarcalistii francezi, dcsi cei mai important membri ai 
grupului (Andre Breton, Louis Aragon, Paul Eluard, Benjamin Peret si Pierre Unik) se inscriau 
in 1927 in Partidul Comunist Francez, iar revista La revolution surrealiste isi schimba simbolic 
denumirea, in 1930, in Le surrealisme au service de la revolution, declarandu-se de jure in 
subordinea Intema(ionalei a Ill-a, cu foarte pujine excepjii (chiar §i cea a lui Aragon e 
discutabila), niciunul dintre suprareali§ti nu a acceptat de facto aservirea ideologic!! totala pe 
care stalinismul o reclama adcptilor sai. in 1933, Breton si Eluard vor parasi de altfel partidul, 
nemultumi(i de dogmatismul lui, cu totul strain de spiritul libertar aflat la temelia 
suprarealismului. intr-o con fcrinta prezentata in aprilie 1935 la Praga pentru organizajia „Front 
Gauche” sub titlul Pozifia politica a artei azi, desi sustinc ideea necesitajii crearii unui front 


27 Ibidem. 

28 Apud Livia Cotorcea, Coordonate stilistice $i estetice ale avangardei ruse, in Avangarda rusa , antologie, 
traducere §i note de Livia Cotorcea, Universitatea “AI. I. Cuza”, Ia§i, 2005, p. 43. 

29 In 1922, Maiakovski intiin^eaza organizapa “Lef’ (“Frontul stang”), autodeclarata ca tinand de „futurismul 
comunist”, ibidem , p. 44. 

30 Ibidem , p. 91. 
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comun impotriva capitalismului (denumit „un sistem monstruos de sclavie si foame” 31 ) si ca 
arta moderna trebuie sa tinda spre „confuzia §i distrugerea socictapi burgheze” 32 , Breton 
considera ca „a pune poezia §i arta exclusiv in slujba unei idei, oricat de entuziaste, inseamna 
a o condamna la imobilizare”. 33 intr-un interviu acordat ulterior revistei pragheze „Halo- 
Noviny”, liderul suprarealismului se arata de acord ca acesta sa se dezvolte in continuare in 
cadrul teoretic al materialismului dialectic 34 , sustinand ideea ca arta autentica trebuia legata de 
activitatea sociala revolutionary, insa totodata subliniaza necesitatea ca subiectivitatea sa-§i 
recapete drepturile, intrucat „gandirea lirica nu poate fi decat momentan dirijata”. 35 intr-un alt 
interviu acordat revistei socialiste de cultura „Indice” din Santa Cruz de Tenerife in mai 1935, 
el afirma ritos ca „opera de arta trebuie dezlegata de orice scop practic” si ca „imaginatia 
artistica trebuie sa ramana libera”. 36 Luand ca exemplu cazul tragic al lui Maiakovski, Breton 
conchide ca: „arta se poate pune in slujba unei idei politice in perioada in care aceasta idee se 
transforma in act, insa e indispensabil ca apoi sa-§i redobandeasca independenta”. 37 Aceasta 
pozipc va insemna, fara doar §i poate, dcsparprca oficiala de Stalinism, marcata printr-o 
scrisoare trimisa la 20 aprilie 1935 organizatorilor Congresului international pentru apararea 
culturii si semnata de tofi membrii grupului suprarealist. Se reafirma aici refuzul rcnunl,arii la 
libertatea de gandire in favoarea unei ideologii („salvgardarea libcrtapi de gandire cu orice 
prej” 38 ), sunt citate cuvintele rostite de Lenin in 1905 ca „libertatea cuvantului si a presei 
trebuie sa fie completa”, pornind de la care se susjine ideea ca „afirmarea libera a tuturor 
punctelor de vedere, confruntarea permanenta a tuturor tendintclor constituie fennentul cel mai 
indispensabil al luptei rcvoluponare” 39 , iar in incheiere se considera ca regimul stalinist s-a 
transformat in insasi negatia a ceea ce ar 11 trebuit sa fie si, in consecin|a, i se arunca manusa: 
„Acestui regim, acestui §ef, noi nu putem decat sa le aratam formal sfidarea noastra”. 40 

Din acest moment, o parte dintre suprareali§ti in frunte cu Breton adera la trojkism §i la 
bolscvismul disident. Teoreticianul „revolutiei permanente” (care, dupa cum preconizase 


31 Andre Breton, Position politique de l ’art aujourd’hui, in Position politique du surrealisme. Editions Sagittaire, 
Paris, 1935, p. 18. (trad, n.) 

32 Ibidem , p. 23. 

33 Ibidem , p. 35. 

34 Op. cit., p. 64. 

35 Ibidem , p. 65. 

36 Op. cit.. p. 72. 

37 Ibidem, p. 76. 

38 Du temps que les surrealistes avaient raison, Paris, august 1935, in Andre Breton, Position politique du 
surrealisme, op. cit., p. 108. (trad, n.) 

39 Ibidem, p. 109. 

40 Ibidem, p. 118. 
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Marx 41 , insemna continuarea revolupei in toate (arile dezvoltate ale lumii, pana cand fortelc de 
producpc vor fi concentrate in mainile muncitorilor) era privit ca singurul rcvoluponar §i 
marxist autentic ramas (inca din 1926, Tropd in fi incase Opozipa de Stanga impotriva 
stalinismului, iar in 1938 avea sa fondeze la Paris Internaponala a IV-a, considerand ca 
Intcrnationala a Ill-a era definitiv compromisa). in 1938, Breton calatore§te in Mexic, sub 
pretextul unei misiuni culturale franceze, pentru a-1 cunoastc personal pe Tropd si, impresionat 
de izolarea eroica a acestuia, va scrie entuziast: „L-am vazut ca pe omul care §i-a pus geniul in 
slujba celei mai mari cauze pe care o cunosc. L-am vazut alaturi de Lenin §i, mai tarziu, ca 
singurul care a continuat sa apere ideile lui Lenin. L-am vazut stand singur printre tovarasii sai 
cazup... acuzat de cea mai mare crimaposibilapentruun rcvoluponar, amenin(at in fiecare ceas 
al viepi sale (...) §i totusi, cata stapanire de sine, cata siguranta de a fi trait in acord cuprincipiile 
sale, cat curaj!” 42 Impreuna cu Tropd si pictorul Diego Rivera, Breton redacteaza un Manifest 
pentru o arta revolufionara independenta, ale carui coordonate principale erau respingerea 
dictaturilor stalinista si fascista, necesitatea pastrarii libcrtapi de creape §i a unirii scriitorilor 
si artistilor care suspneau in continuare cauza Revolupei, insa nu (mai) erau dispu§i sa accepte 
tutela partidului comunist. 

Pomind de la constatarea ca regimurile de teroare instaurate in Europa au condus la 
distrugerea pe o scara tot mai larga a condipilor care fac posibila creapa artistica §i la 
degradarea crescanda a operei de arta §i a condi(iei artistului, autorii manifestului considera ca 
atitudinea neutra, de respingere pasiva atat a comunismului cat §i a fascismului, „se potrivcstc 
temperamentului lilistinului, conservatorului §i fricosului”. 43 Adevarata arta - afirma ei in 
continuare - „nu poate sa nu fie revoluponara, sa nu aspire la o completa si radicala 
reconstrucpe a societapi”, „pentru a elibera creapa intelectuala de lanprrile care o leaga”, ca si 
pentru a permite „intregii omeniri sa se ridice la acele inalpmi la care numai genii izolate au 
ajuns in trecut”, caci „numai rcvolu(ia sociala poate cura(a drumul pentru o noua cultura”. 44 
Ceva mai incolo, ideea responsabilitapi artistului in construirea societapi viitorului va fi 
reiterata si mai categoric: „concep(ia noastra despre rolul artei e prea inalta pentru a-i refuza o 
influenfa asupra destinului socicta(ii. Credem ca tel ul suprem al artei din epoca noastra este sa 
ia parte activ §i con§tient la pregatirea revolupei”. 45 


41 v. Adresa Comitetului Central cdtreLiga Comunistd , 1850. 

42 Apud Jay Woolrich, Politics of Surrealism (trad, n.), http://www.oocities.org/zouth4sa/art2.html 

43 Andre Breton, Diego Rivera, Manifesto for an Independent Revolutionary Art, loc. cit. (trad, n.) 

44 Ibidem. 

45 Ibidem. 
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in consecin^a, autorii se declarS suslinStori ai cauzei comunismului, pe care insS nu-1 
identified cu stalinismul, ci dimpotrivS, il considers chiar opusul acestuia, pe care ll condamnS 
fSrS drept de apel: „Daca, totu§i, respingem orice solidaritate cu biro crap a ce controleazS acum 
Uniunea SovieticS, e numai pentru cS in ochii nostri aceasta reprezinta nu comunismul, ci cel 
mai perfid §i periculos inamic al acestuia (s. n.)” 46 . UrmeazS o criticS extrem de dura a 
regimului stalinist §i a efectelor sale nocive asupra crcapci artistice: „Regimul totalitar din 
U.R.S.S., activand prin a§a-numitele organizapi culturale pe care le controleaza in alte lari, a 
rSspandit in intreaga lume un amurg adanc ostil oricSrui fel de valoare spirituals; un amurg de 
murdSrie si sange in care, deghizali in intelectuali §i artisti, parvin acei oameni care fac din 
servilism o carierS, din minciuna plStitS un obicei §i din instigarea la crimS o sursS de plScere. 
Arta oficialS a stalinismului, cu o evident fSrS seamSn in istorie, oglinde§te eforturile lor de a 
pune o falS frumoasS profesiei lor mercenare”. 47 iinpotriva totalitarismului stalinist §i hitlerist, 
autorii suslin necesitatea creSrii unui front comun al scriitorilor §i arti§tilor: „Aversiunea pe 
care aceastS rupnoasa negare a principiilor artei o provoacS in lumea artisticS - o negate pe 
care nici mScar statele sclavagiste n-au indrSznit niciodatS s-o ducS atat de departe - ar trebui 
sS provoace o activS, fSrS compromis condamnare. Opozilia scriitorilor si arti§tilor e una dintre 
forlele care pot contribui cu folos la discreditarea si rSsturnarea regimurilor ce distrug, o datS 
cu dreptul proletariatului de a aspira la o lume mai bunS, orice sentiment de noblele §i chiar de 
demnitate umanS”. 48 

Autorii admit cS statul revolulionar trebuie sS se apere „impotriva contraatacului 
burgheziei”, chiar §i atunci cand acesta „se drapeazS in steagul ftiinlei sau al artei”, insS 
constatS existenla unei prSpSstii intre aceste „mSsuri temporare de autoapSrare revolulionarS” 
§i „pretenlia de a da ordine crealiei intelectuale”, astfel incat: „DacS, pentru mai buna 
dezvoltare a acestor forle ale produced materiale, revolulia trebuie sS construiascS un regim 
socialist cu control centralizat, pentru dezvoltarea crealiei intelectuale trebuie stabilit de la 
inceput un regim anarhist al libertSlii individuale. Nicio autoritate, niciun ordin, nici cea mai 
micS urmS de ordin de sus!” 49 

In final, autorii manifestului considers necesarS constituirea unei federalii 
intemalionale a arti§tilor §i intelectualilor care suslin ideea unei arte revolulionare 


46 Ibidem. 

47 Ibidem. 

48 Ibidem. 

49 Ibidem. 
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independente: „Scopul acestui apel e de a gasi un teren comun pe care sa se reuneasca loti 
scriitorii §i arti§tii revolutionary pentru a servi mai bine rcvolufia prin arta lor §i pentru a apara 
libertatea acestei arte insasi impotriva uzurpatorilor rcvolupei. (...) §tim foarte bine ca mii §i 
mii de ganditori si arti§ti izolati sunt astazi impra§tia(i prin lume, iar vocile lor sunt inecate de 
coruri zgomotoase de mincinosi bine disciplinati. (...) Fiecare tending progresista in arta e 
distrusa de fascism ca «degenerata». Fiecare create libera e numita «fascista» de catre 
stalini§ti. Arta revolutionary independents trebuie sa-§i stranga fortele pentru lupta impotriva 
pcrsccu(iei reactionarc. (...) O astfel de unire a for(elor e scopul Fcderatici Internationale a Artei 
Revolutionare Independente pe care credem ca e necesar acum sa o constituim”. 50 Nu inainte 
de a preconiza un congres mondial care sa marcheze oficial crearea federatiei in discutie, 
manifestul se incheie cu declararea scopurilor acesteia sub forma lozincarda: 

„Independenta artei - pentru revolutie. 

Revolutia - pentru completa eliberare a artei!” 51 

Un alt important corifeu al suprarealismului, poetul Paul Eluard, afirma intr-un text 
publicat in 1939 ca: „A venit vremea ca tofi poetii sa aiba dreptul si datoria de a sustine ca sunt 
pro fund ancorati in viata celorlalti oameni, in viata comuna”. 52 in consecinta, el respinge ideea 
de „poezie pura”, caci: „Forta absoluta a poeziei va purifica oamenii, tofi oamenii”, astfel incat, 
dupa cum preconiza si Lautreamont: „Toate tumurile de Hides vor fi demolate, toate cuvintele 
vor fi sacre si omul, acordat in fine la realitatea care e a sa, nu va trebui decat sa inchida ochii 
pentru a deschide portile miraculosului”. 53 Poezia veritabila, sustine el in continuare, se afla in 
tot ceea ce nu se confonneaza moralei burgheze, „in tot ceea ce elibereaza omul de acest bine 
abominabil care are chipul mortii”, ea putand fi gasita la fel de bine in opera lui Sade, Marx, 
Picasso, Lautreamont sau Freud, ca si in inventia radioului, in revolta minerilor din Asturia sau 
in grevele din Franta §i Belgia. 54 De altfel, Eluard afirmase exact acelcasi idei cu mult inainte, 
inclusiv sub forma poetica, de pilda intr-o Critica a poeziei publicata in 1932 in volumul La 
Vie immediate: „Se intelege ca urasc regnul burghezilor / Regnul politailor si al preotilor / Dar 
si mai mult urasc omul care nu le urastc / Ca mine / Din toata inima. // II scuip in fata pe omul 
mai mic decat natura / Care nu prefera tuturor poemelor mele aceasta Critica a poeziei.” 55 

50 Ibidem. 

51 Ibidem. 

52 Paul Eluard, L’Evidence poetique, in La Vie immediate suivi de La Rose publique et de Les Yeux fertiles. 
Editions Gallimard, Paris, 1976, p. 9. (trad, n.) 

53 Ibidem , p. 10. 

54 Ibidem , p. 17. 

55 Idem, Critique de lapoesie, in op. cit., p. 113. 
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Cat despre celalalt poet marcant al suprarealismului francez, Louis Aragon, angajarea 
sa in serviciul cauzei Rcvolupci a fost totala (in sensul adeziunii necondi(ionate la Stalinism), 
acesta Hind de altminteri §i principalul motiv al rupturii cu Andre Breton. Emblematic ramane, 
desigur, poemul Front rouge, care in momentul publicarii sale in Franta (in iulie 1931, in 
„Litterature de la Revolution mondiale”, organ al Uniunii Internationale a Scriitorilor) a 
provocat un mare scandal, autorului intentandu-i-se chiar un proces pentru instigare la omor 56 . 
Atat ca mesaj cat si din punct de vedere retoric (sub forma reportajului liric), textul a 
reprezentat un model de poezie militanta, mai ales prin versuri ca acestea (primele au constituit 
si motivul principal al incriminarii autorului): „Omora(i poli(i§tii / tovarasi / Omorap poli(i§tii 
/ Mai departe, mai departe spre vest unde copiii / boga(i dorm §i tarfele de clasa intai / dupa 
Madeleine Proletariat / furia ta matura Elysee / Ai tot dreptul la Bois de Boulogne in timpul 
saptamanii / Intr-o zi vei arunca in aer Arcul de Triumf / Proletariat cunoastc-(i puterea / 
Cunoastc-(i puterea si elibereaz-o /.../ Viermele burgheziei / zadarnic incearca sa-§i uneasca 
segmentele divizate / Aici agonizeaza convulsiv o clasa / amintirile de familie cad in fragmente 
/ Punc-p calcaiul pe aceste vipere dezmor(itc /.../ Sunt aici pentru eliminarea unei lumi inutile 
/ Aici cu intoxicare pentru distrugerea burgheziei / A existat vreodata vanatoare mai buna decat 
urmarirea / acestei vermine ce se ascunde in (iecare colt al oraselor / Eu cant dominatia violenta 
a Proletariatului asupra burgheziei / pentru anihilarea acestei burghezii / pentru totala anihilare 
a acestei burghezii”. (trad, n.) Poate ca modelul acestui tip de poezie ar trebui cautat insa mai 
intai la primul mare poet al rcvolupci ruse, Vladimir Maiakovski, care, de pilda, in Mar.fid pe 
stangul (1918), exclama in final: ,,Strangc(i, / voi degete-ale proletariatului, / gatlejul 
oranduirilor vechi! / Dap bolta deoparte cu pieptul! / Cu steaguri sa-i umplc(i adancul! / Cine 
pome§te cu dreptul? / Stang, / stang, / stangul!” 57 

Dupa modelul suprarcalistilor francezi, ultimii doi ani de cxisten(a ai revistei romancsti 
de orientare suprarealista „unu” (1928-1932) vor fi marca(i, prin hotararea redactorilor Sa§a 
Pana §i Stephan(e) Roll (care se vor §i inscrie, de altfel, in partidul comunist), de un militantism 
politic tot mai fa(i§, astfel incat, pe langa literatura angajata ce va fi publicata in paginile sale, 
se vor strecura chiar, dupa cum va suspnc mai tarziu Sa§a Pana in cartea sa de memorii, mesaje 
cu caracter politic subversiv (prin publicarea de recenzii la filmclc lui Eisenstein, la carp I e lui 

56 Dep recunoa§te ca nu adera la ideea de poezie angajata, Andre Breton ia imediat apararea poetului in articolul 
Mizeria poeziei: afacerea Aragon in fata opiniei publice, considerand ca limbajul poetic nu poate fi judecat dupa 
aceleap criterii ca limbajul comun. Aragon va fi ulterior achitat. 

57 Vladimir Maiakovski, Poeme , traducere de Cicerone Theodorescu, antologie p p re tap de Ion Vasile §erban, 
Editura Albatros, Bucurepi, 1973, p. 172. 


89 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Maiakovski, Aragon, John Reed 58 , la cartilc-biografii ale lui Lenin de Valeriu Marcu §i 
Malaparte, sau de proteste fat,a de suspendarea revistei “Veac nou” editate de Sahia §i fat,a de 
campania judiciara declan§ata in Franca impotriva lui Aragon dupa aparitia poemului Front 
rouge etc.) 59 Aidoma lui Eluard si Aragon, avangardistii de la “unu” sustin ideea unei literaturi 
ancorate in realitatea sociala contemporana §i care sa militeze impotriva exploatarii. Astfel, de 
pilda, in manifestul Poezia agresiva sau despre poemul reportaj , publicat in mai 1931, Paul 
Sterian considera ca, in epoca framantata de dupa marele razboi, nu mai e posibil a scrie poezie 
in vechea maniera, caci starea de spirit s-a schimbat radical, iar evenimentele se precipita in 
continuare; “adevaratul poet” e acum reporterul, iar poezia trebuie “sa iasa din lancezeala §i sa 
devie AGRESIVA” . 60 intr-un alt articol-program din octombrie 1932 intitulat Schimbarea la 
fata a cuvantului, Miron Radu (Paraschivescu) suspne ca suprarealismul, datorita 
„egocentrismului” sau ireductibil, trebuie dcpasit in sensul unei poezii sociale militante: 
„Situarea poemului in dinamica victii sociale coincide cu polenta varstei creatoare a poetului, 
poemul fiindu-i o expresie profund sufleteasca, desfacut de orice norma, plecand de la 
fundamentul individului, o emanare asemeni lavei vulcanice, existen|a lui e raportata direct la 
resursele senzoriale, la mai mica sau mai marea lui inverptnare impotriva oprimarii.” 61 
Acccasi pozifie va fi exprimata si mai vehement in numarul urmator al revistei de Gheorghe 
Dinu (alias Stephan Roll) intr-un articol ce denunfa absurditatea procesului intentat lui Geo 
Bogza pentru pornografie. Dupa ce ii acuza pe suprareali§tii francezi (inclusiv pe Aragon) de 
Iasi talc pentru ca nu §i-au repudiat trecutul suprarealist §i nu au trecut “cu toata abnegatia” la 
rcvolupa sociala, acesta conchide ca: „Metafizica de altadata trebuie schimbata in 
materialismul §tiin(ilic de azi ca alhimia in chimia §tiin(ilrca, in condgiilc de viata ultima, in 
nevoile fire§ti §i in drepturile imperative ale omului, in energia sa infailibila pusa in primul 
plan al naturii si cu morala lui ramasa spre ru§inea celorlalte regnuri animale, inferioara, 
egocentrica, camuflata in mituri, in sisteme §i in amanuntul mic si ridicol al procesului de peste 
cateva zile intentat lui Geo Bogza.” 62 Gh. Dinu publica totodata poeme si reportaje in care 
sus(ine deschis lupta proletariatului. Reportajul Golful proletar, de pilda, publicat tot in nr. 48 
/ octombrie 1932, descrie „munca istovitoare” a hamalilor din docuri „pentru rasplata mizera a 
celor ca(iva zeci de lei”, iar poemul Primavara din numarul urmator e un adevarat imn inchinat 

58 E vorba de Dix jours qui ebranlerent le monde, un elogiu al revolufiei bobevice. 

59 Sa§a Pana, Nascut in ’02, Editura Minerva, Bucurejti, 1973, pp. 645-646. 

60 Paul Sterian, Poezia agresiva sau despre poemul reportaj, in “unu”, nr. 35, mai 1931. 

61 Miron Radu, Schimbarea la fata a cuvantului, in „unu”, nr. 48, octombrie 1932 

62 Gheorghe Dinu, Sugestii inaintea umiiproces, in „unu”, nr. 49, noiembrie 1932 
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proletarilor, in maniera grandilocventa a celebrului Front rouge de Aragon, poetul suprarealist 
francez admirat pentru pozipa sa filo-stalinista: „In degetele voastre infloreau salcamii / 
Salcamii ca o greva a albelor petale / Scartaiau in usi defuncte din sceptre regii / Un tam-tam 
batea acum in nicovale. / Steaguri flutura cu gelatina-n sange / Jucau umbrele de foe pe 
busturile de piele / Steaua care cade e lacrima ce nu mai plange / Fabricilor astcptand in noapte 
ca girafe / Cu gatul invelit in bezne / Cu motoarele in fuga. / Voi cu flacarile pe maini, cu laurii 
pe glezne / Muiap aceasta seara cu coatele in aur / Ascupp bratclc ca o sabie / De varful fara 
precedent al lumii / Din Dumnezeu ramasese o vrabie / Umbland printre boabe (...)” in consens 
cu ideea de poem-reportaj, Geo Bogza publica in acelasi numar un Poem petrolifer 63 in care 
ideea exploatarii proletariatului din industria petroliera apare explicit, e. g.: “voi nu cunoastcp 
sondorii care au ars de vii in flacari / in marile incendii provocate de insisi stapanii sondelor / 
pentru a stoarce ultimii bani de la socictatile de asigurare”. Dupa cum va declara Sa§a Pana in 
acecasi carte de memorii, poemul Octombrie de Ion Vitner (aluzie clara inca din titlu la 
revolupa bol§evica), publicat in acelasi numar, a circulat clandestin in iarna 1932-1933, iar 
cartea Supremul adevar de acelasi autor a fost confiscate de organele Sigurantci chiar in “zilele 
care au premers epocalelor lupte de la atelierele C.F.R. Grivifa”. 64 Revista „unu”, de altfel, nu 
va mai fi in^a multa vreme, Hind „asasinata” la finele anului 1932 de insu§i fondatorul ei. Acesta 
i§i va motiva mai tarziu „infanticidul” printr-un denunf aparut in ziarul „Facla” din 21 
noiembrie 1932, care atragea atcnpa Ministerului de Razboi asupra „comunistului si 
locotenentului medic in acclap timp Sasa Pana”. 65 Totodata, contextul politic tot mai intunecat 
impunea o atitudine radicala: „Dar nici noi nu mai puteam scoate o publicapc caldicica tocmai 
cand ghearele fascismului se intindeau tot mai amenintatoare. Disparand, unu §i-a pastrat 
puritatea, n-a cunoscut compromisul.” 66 

Dupa suprimarea revistei „unu”, cei mai mulp dintre redactorii ei vor opta pentru o 
atitudine combativa, colaborand la publicapilc de stanga din epoca si chiar inliintand altele de 
acecasi orientare. Spre exemplu, in decembrie 1933, Geo Bogza va scoate impreuna cu 
Gherasim Luca, Paul Paun si S. Perahim, fo§ti redactori ai revistei de orientare suprarealista 

63 Despre conpnutul subversiv al acestui poem va vorbi mulp ani mai tarziu §i ex-suprarealistul Virgil Teodorescu, 
care va afirma ca aici, la fel ca in primele poeme ale lui Tzara, „elementele clasice ale pastelului sunt folosite ca 
ni§te simple vehicule pentru a transporta o incarcatura dinamitarda”, apud Hie Purcaru, Poezie §i politico 
(Convorbiri cu Miron Radu Paraschivescu, Ion Vinea, Petre Pandrea, Geo Dumitrescu, Adrian Paunescu, Marin 
Sorescu, Cezar Baltag, Hie Constantin, Ana Blandiana, Virgil Teodorescu, Nichita Stanescu, Paul Anghel), 
Editura Albatros, Bucurepi, 1972, p. 194. 

64 Sa§a Pana, op. cit., p. 646. 

65 Ibidem , p. 386. 

66 Ibidem , p. 387. 
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„Alge”, o gazeta intitulata sugestiv „Vial ! a imediata” (la fel ca volumul lui Eluard), care pune 
in mod direct problema angajarii politice a scriitorului §i postuleaza ideea unei literaturi care 
sa militeze „impotriva oprimarii”. 67 Aceste chestiuni sunt dezbatute mai intai in manifestul 
colectiv Poezia pe care vrem sa o facem, publicat chiar pe prima pagina a revistei, alaturi de o 
fo to grade sumbra intitulata Melancolia celor §ezand pe langa ziduri, simbol al unei lumi in 
agonie. Pornind de la respingerea poeziei ermetice - considerate ado „indeletnicire egoista” 
-, ace§tia afirma dezideratul unei poezii sociale „a timpului nostru”, care sa reflecte „imensa 
drama a umanitapi” ce se dcsfasoara acum „de la un capat la altul al pamantului”. Iar acestei 
drame colective poezia „nu este obligate se-i fie cantec de alinare”, ci, dimpotrive, trebuie s-o 
exhibe in detaliile ei cele mai cutremuratoare, stamind astfel revolta: „A§adar, un poem trebuie 
sd fie col(uros §i zburlit in materia lui embrionara. Este atunci nevoie de o atitudine de 
permanente fronde din partea poetului. §i de un generos spirit de sacrificiu al acestuia. Numai 
atunci poemul se va smulge din insesi rnddularele lui, sangerand, dar zvacnind de via(e.” 
Aceaste „atitudine de permanente fronde" caracterizeaze de altfel intreaga poezie avangardiste, 
insd in acest caz nu mai e vorba de o luare in rasper a unor vechi convcnpi estetice sau/§i etice, 
ci de o angajare politice totale (drcstc, in slujba cauzei rcvolupci proletare): 

„Noi vrem se captem in stare seibatice si vie ceea ce face caracteristica tragice a acestui 
timp, cmotia care ne sugrume cand ne slim contimporani cu milioane de oameni cxaspcrati de 
mizerie, de nedreptate, cand ceva grav se petrece in toate lumea §i in fiecare noapte auzim atat 
de bine geamdtul continentelor care i§i dau sufletul. 

Vrem sd facem o poezie a timpului nostru, care nu mai e timpul nevrozei colective si al 
setei ficrbinp de viate. S-a terminat demult cu poezia de vis, cu poezia pure, cu poezia 
hennetice. Teria unei uria§e tragedii colective a sferamat sub un picior de lut meruntele lucruri 
care faccau preocuparea scriitorilor modemi de la sfar§itul rezboiului. Tragedia eului, a 
individului ca intelectual, drama de introspec(ie in psihologie nu mai existe. Sau, asa cum este 
adeverit, fa(d de ceea ce se petrece acum pe pemant, ii e rubric sd se mai arate. Fiindce a inceput 
o alte drame, aceea a individului ca fiint.e biologicd, o drame cu redecini in fiecare fibre de 


67 In dosarul de urmarire deschis de Siguran|;a pe numele lui Victor Brauner, comisarul Ion V. Taflaru sustinea in 
1938 ca revista ,,Via(a imediata” a fost editata special pentru a masca trecerea la comunism a redactorilor ei, v. 
Avangarda romaneasca in arhivele Siguranfei, cdilie ingrijita prcfapl de Stelian Tanase, Editura Polirom, Iafi, 
2008, p. 89. 
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came §i in taria primejdiei - mai putin speculative decat cea dintai, dar mai reala si mai suprem 
poetica”. 68 

Spre deosebire de poezia ermetica, noua poezie trebuie sa se adreseze tuturor 
oamenilor, insa, spre a putea fi in(eleasa de acestia, nu e necesara (si nici oportuna) scaderea 
nivelului ei artistic, ci e nevoie ca ea sa devina elementara : “Va trebui ca poezia sa devina 
elementara, in sensul in care apa si painea sunt elementare. Atunci se va petrece o reintoarcere 
epocala a poeziei la via(a. Atunci to(i oamenii vor avea dreptul la paine §i la poezie.” Sunt 
imediat recognoscibile ideile (si chiar formularile) lui Tro(ki, Breton sau Eluard, inclusiv 
postulatul lui Lautreamont atat de drag suprareali§tilor: “Poezia trebuie facuta de loti. Nu de 
unul.” 

in continuarea ideilor din acest manifest, Geo Bogza sus(ine, la Cronica (Evenimente, 
Carfi, Oameni) din pagina a patra a revistei, necesitatea unei literaturi noi, opuse celei burgheze 
(categorie conotata negativ, in care intra §i poezia „pura” discreditata anterior): „Literatura 
burgheza a exagerat relele sufcrintclor morale, a creat un suflet bolnav §i hipertrofiat, ale carui 
sufcrintc imaginare scuza pe cei care il poseda, de orice nepasare, de orice atitudine criminals 
fa(a de cei care indura mizerie.” Ca atare, noua literatura trebuie sa raspunda nevoilor celor in 
suferin(a, a caror constiin(a „confuza” trebuie s-o „limpezeasca”, iar aceasta atitudine impune 
„un nou fel de a simp §i scrie poezie.” Asadar, poezia „pura”, intmcat nu se potrivcstc 
real ita(ilor sociale din Romania, e „un lucru anti-istoric” de care autorii care au importat-o ar 
trebui sa se rusinezc, singura poezie de care ar fi nevoie in acest moment fund poezia 
„mizeriei”. Toate aceste idei se regasesc in poemul programatic intitulat Aceasta nu e decat o 
mcercare, publicat de Gherasim Luca in pagina a treia a revistei, e. g.: „niciodata n-am sa mai 
vorbesc despre stele, despre flori, / despre camp sau despre dragoste / singura mea dragoste 
incepand de azi va fi hamalul, / hamalul, ora§ul, prin care sa vad pana foarte departe / pana la 
co§urile aprinse ale fabricilor. / Sunt foarte lucid si lipsit de orice fel de inspirapc poetica / 
departe de orice urma de halucinatic, acces de nervi / strambaturi in oglinda”. 

Dupa exemplul lui Geo Bogza, un fel de spiritus rector al echipei de la revista 
suprarealista „Alge” (Aureliu Baranga, Gherasim Luca, Paul Paun, S. Perahim §i Sesto Pals), 
Gherasim Luca va publica in 1935, in revista „Cuvantul liber”, o serie de articole-program 


68 Geo Bogza, Paul Paun, Gherasim Luca, S. Perahim, Poezia pe care vrem sa o facem, in ,,Via^a imediata”, 
Bucure:?ti, decembrie 1933. 
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despre aceastS nouS poezie, numitS „proletarS” 69 , care, in viziunea sa, evident tributarS, ca si 
in cazul lui Bogza, ideologiei marxiste („ideologia proletariatului rcvoluponar”, dupS definijia 
lui Lenin), reprezintS „o stare de spirit” - a celor oprimap 70 - §i se opune diametral poeziei 
„pure”, destinate initiatilor §i rSmase, volens-nolens, „in slujba clasei dominante” 71 ; ea trebuie 
categoric sa fie o „poezie de atitudine”, rnenitS sa de§tepte con§tiin|a de clasS a proletariatului: 
„In locul unei poezii sociale false, de atmosfera mizerS, de induiosare si de stoarcerea lacrimilor 
pe copul batistei, trebuie sa se scrie o poezie de atitudine, o poezie conforms cu viata 
proletarului. Poezii care vor sa se dedice acestei poezii, actuality ei, trebuie sa caute sa 
pStrundS sensurile cxistcntci clasei muncitore§ti, sensurile ei istorice si sa i le retransmits, sa i 
le exalte §i sa facS din poezia aceasta un de§teptStor de con§tiupe, un factor de culturalizare §i 
de convertire a energiilor proletare spre edificarea clasei lor”. 72 Poezia proletarS, suspnc 
Gherasim Luca, nu trebuie sa rSmanS cantonatS in formule estetice pietrificate, ci trebuie sa 
adopte „ultimele invenpi, ultimele invcstigapi”, integrandu-se „procesului de sfSramare a 
cadrelor existente” 73 , insS caracterul dinamitard nu-i poate fi dat numai de inovatiile formale, 
ea trebuind sa reflecte, mai presus de orice, contradicpile adanci ale oranduirii burgheze 
(motorul ei, va sa zicS, trebuie sa fie „lupta de clasa”): „Confundarea filantropiei cu pregStirea 
ideologica, lamentSrii §i cantecului cu dinamitata sensibilitate a momentului nostru istoric, nu 
va mai continua. Poezii tineri pe care aceastS larS nu va intarzia sS-i confirme ca produs al unei 
lumi impSrpte in clase, o vor dovedi”. 74 

Rccunoastcm in aceste texte (desigur, cu o intarziere de douS decenii) principalele idei 
ale Proletkultului, mi scare politico-ideologicS lansatS in Rusia sovieticS imediat dupS revolupa 
din octombrie 1917 (inlocuirea vechii culturi „burgheze” cu una nouS pusS in slujba 
proletariatului, crearea unei arte noi care sS oglindeascS exclusiv realizSrile muncitorilor §i 
piranilor, intrucat „cxpcricnl l a de viajS proletarS” se opune ireductibil „cxpericnl l ci de via^S 
burgheze”, coborarea artistului din „turnul de Hides” in uzine sau colhozuri etc.), idei 
seducStoare, fSrS indoialS, in acel moment nu numai pentru avangarda rusS, ci pentru avangarda 
de pretutindeni, care, dupS cum se §tie, luptase dintotdeauna impotriva convcnpilor „artei 


69 Despre Gherasim Luca p Paul Paun, prezenfi in paginile revistei p cu texte poetice, redaepa se sinpea de altfel 
datoare sa-p informeze cititorii, in nr. 43 / 1 septembrie 1934, ca: „Cu Gherasim Luca p Paul Paun se inscriu in 
Jara aceasta primele nume ale poeziei proletare.” 

70 Gherasim Luca, Sensul unei mi§caripoetice , in „Cuvantul liber”, nr. 28, 18 mai 1935. 

71 Idem, Prezenfa poeziei, in „Cuvantul liber”, nr. 17, 2 martie 1935. 

72 Idem, Poezia de atmosfera , in „Cuvantul liber”, nr. 23, 13 aprilie 1935. 

73 Idem, Denaturarea poeziei, in „Cuvantul liber”, nr. 27, 11 mai 1935. 

74 Idem, Sensul unei mifeari poetice , in „Cuvantul liber”, art. cit. in loc. cit. 
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burgheze”. Totu§i, trebuie remarcat caracterul „eretic” al conccptici estetice a lui Gherasim 
Luca in raport cu realismul socialist impus in acei ani in Rusia sovietica, in sensul ca, din 
punctul sau de vedere (consonant, de altfel, cu cel al lui Breton), poezia trebuie sa fie 
revolutionary nu doar prin continut, ci §i prin modalitaplc ei de expresie, neconfundandu-se 
deci cu propaganda plata. Intr-un alt articol, el disociaza net intre „poezia proletara adevarata” 
- definita ca „o poezie a investigatiilor, a descoperirii, o poezie sincera §i deschizatoare de noi 
drumuri nu numai ca preocupare dar §i ca material estetic” - §i „poezia-educa|ie animata a 
muncitorimii”, o poezie de circumstan(a careia i s-a dat numele de „proletara” numai pentru ca 
„preocuparile si cei carora se adreseaza sunt proletarii”; daca aceasta din urma e necesara ca 
instrument auxiliar menit a completa §i anima procesul de educate a proletariatului, cea dintai 
reprezinta adevarata create, valoroasa nu doar prin continutul ei ideologic, ci si prin limbajul 
ei, care trebuie in primul rand sa corespunda momentului istoric, caci: „Numai asa poezia 
proletara i§i justified locul in cultura si intr-o istorie a literaturii, cand revoltei, integrarii in 
actualitatea luptei de clasa si anului 1935 ca obiect al scnsibilita^ii, i se adauga limba adecvata 
momentului ei”. 75 

Noua literatura preconizata trebuia sa fie deci, confonn defini(iei scriitorului comunist 
Alexandru Sahia 76 (prezent §i el in paginile „Cuvantului liber” alaturi de avangardi§tii Geo 
Bogza, Gherasim Luca, Paul Paun, Gheorghe Dinu, Miron Radu Paraschivescu, Virgil 
Teodorescu, Dolfi Trost), o literatura „activista, critica si proletara”, o literatura 
„rcvolutionara” 77 , adresata maselor in scopul trezirii lor la lupta impotriva claselor 
exploatatoare. E vorba, a§adar, de o literatura angajata, menita a servi interesele colective §i nu 
cele individual §i care nu se mul(ume§te doar cu descrierea unei stari de fapt, ci releva si 
cauzele acesteia, sugerand totodata solu(ia (revolu(ionara) a remedierii lor. Se revine astfel la 
ideea de „arta cu tending socialiste”, expusa de mentorul mi§carii socialiste din Romania, 
Constantin Dobrogeanu-Gherea, cu vreo patru decenii inainte. 78 Lansata in 1932 de Al. Sahia 
sub indrumarea P.C.R. si suprimata de cenzura dupa numai patru aparipi, „Bluze albastre” 79 , 


75 Idem, Cultura $i poezie, in „Cuvantul liber”, nr. 30, 1 iunie 1935. 

76 La moartea acestuia, in 1937, Gherasim Luca va publica de altfel un necrolog intitulat A cazut un camarad , pe 
care il incheia astfel: „Sa luam din mainile camaradului plecat flacara purtata vie pana la moarte. Sa o ducem mai 
departe pana ne vom stinge §i noi pentru a o trece altora. Pentru ca flacara nu se va stinge niciodata.”, in „Lumea 
romaneasca”, nr. 74, 14 august 1937. 

77 Alexandru Sahia, O generate falsa , in „Bluze albastre”, nr. 2, 13 iunie 1932, p. 2. 

7S C. Dobrogeanu-Gherea, Arta pentru artd fi arta cu tendenfd. O convorbire a lui C. D. Anghel cu Gherea , in 
„Adevarul”, an VII, nr. 1822, 1894, reprodus in vol. Critice (Stadii articole), Editura Minerva, Bucure§ti, 1983, 
p. 254. 

79 Titlul insufi al publicapei indica foarte clar destinatarul. 
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de pilda, numita „revista de literatura proletara”, corespundea intocmai acestui program, ca §i 
dezideratului leninist ca literatura proletariatului trebuie sa devina „o literatura de partid”, prin 
opozipe cu individualismul literaturii burgheze. 80 Motivapa acestui tip de literatura era, in 
viziunea directorului publicatici, perfect legitima: „In acest timp de existen|a dureroasa, in 
acest timp cand o §leahta de exploatatori omoara clipele de fericire ale unei clase sincere §i 
drepte, noi negam arta pura §i in(elegem sa facem literatura proletara, literatura rcvoluponara, 
o literatura rnenita sa dezgoleasca real itap groaznice, imbrobodite sau mutilate de estepi 
incon§tienp sau voip in slujba burgheziei”. 81 in consecin(a, scopul publicapci, expus intr-un 
articol-program semnat Alfons Adania, era trezirea con^tiintci de clasa a proletariatului: „Prin 
studii exegetice, prin anchete colective, prin povestiri actualiste §i obiective, prin publicare de 
corespondent proletare vom diseca in intregime tot decorul de sfar§it de veac de astazi si toata 
atmosfera care ne in abuse pe top §i nu mai poate fi suportata de nimeni”. 82 intr-un A pel catre 
muncitori, publicat in numarul al doilea, proletarii erau rugap sa trimita redacpei propriile lor 
insemnari, care, „fiind publicate cu cel mai mare drag in coloanele noastre, vor constitui 
adevarata literatura de maine”. Intr-adevar, muncitorii au raspuns, se pare, cu texte, publicate 
in acclap numar, tematica generala fund mizeria §i exploatarea (de pilda, un muncitor la o 
fabrica textila scrie o povestire intitulata 100 de litri de sange in care relateaza cum mai mulp 
muncitori flamanzi isi vand sangele unui spital, iar unul dintre ei lepna inainte de a-si incasa 
banii). Revista lui Alexandru Sahia a constituit, se pare, un model pentru majoritatea 
publicapilor militante in serviciul cauzei proletariatului, dupa cum nuvelele sale, circumscrise 
in jural acelorap teme (exploatarea muncitorilor, rasismul, absurditatea razboiului), au 
constituit un model de literatura angajata in slujba aceleiap cauze. 83 

Care era insa motivapa acestei angajari? Raspunsul, aproape invariabil, e legat de 
contextul social-politic din ce in ce mai sumbra, chiar de un „enorm tragism”, in viziunea lui 
Maxim Gorki (in plan extern, criza economica mondiala, amenintarca fascismului si a 
razboiului mondial ca expresii ale imperialismului, iar in plan intern fobia 
bolscvismului/anarhismului tradusa prin perpetuarea sine die a starii de asediu §i a cenzurii si 
printr-o represiune dura a miscarilor de stanga §i a revendicarilor muncitorcsti), context care ii 


80 V. I. Lenin, Organizajia de partid §i literatura de partid, in Marx, Engels, Lenin, ed. cit ., p. 136. 

81 Alexandru Sahia, art. cit. in loc. cit. 

82 Alfons Adania, Linia generala, in „Bluze albastre”, nr. 1, 5 iunie 1932, p. 2. 

83 Sa§a Pana il va evoca peste ani pe bunul camarad disparut, subliniind irnportan(a exemplului sau: „Imi amintesc 
de dragul meu Alexandru Sahia, a carui via(a a fost atat de zbuciumata, cu inima inlacrimata. El, un autentic 
inaintemergator catre vremile de azi, el ziaristul angajat, exemplu d calauza”, v. Nascut in ’02, op. cit., p. 566. 
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obliga pe top intelectualii responsabili sa nu ramana pasivi. Ca raspuns la ancheta De ce scriefi? 
organizata de revista „Facla” in 1935, Alexandra Sahia, mcnponand cuvintele rostite de Gorki 
la Congresul scriitorilor rcvoluponari din 1934, a firm a ca: 

„Scrisul meu este o contribute la idealul de eliberare a masselor muncitoare. Idealul 
lor este §i idealul meu. (...) 

Un scriitor trebuie sa fie un luptator social. El trebuie sa fie continuu legat, in mod 
strans, de complexul social in care traicstc. Scriitorul nu poate fi strain de fenomenele 
economice, politice, care agita intotdeauna massele. Via(a zilelor noastre cauta sa fie impinsa 
dupa alte forme, cu mult mai aspre. Epoca romantismului languros, a extazului mistic este 
ingenunchiata si plesnita de alte realitap ce cauta sa ne depascasca. Ceva mai mult. Scriitorii 
gen crap ei mele trebuie sa se convinga in momentele de fa(a ca nu pot face decat arta cu tending 
si ca o alta arta nu poate sa existe. in aceasta tcndinta insa sa introducem maximum de arta 
pentru ca numai astfel operele noastre vor capata viabilitate. Scriitorii sunt si raman aparatorii 
intregii umanitap §i de la ei se a§teapta, in primul rand, luminarea spre formele de viata unde 
exploatarea nu mai exista, iar ura de clasa este extirpata”. 84 

in deplin consens cu camaradul (si, poate, modelul) sau din acei ani, Gherasim Luca 
oferea la acecasi ancheta urmatorul raspuns: 

„Scriu pentru ca traiesc epoca cea mai fortnidabila §i mai revoltatoare din istoria acestei 
(ari, cea mai plina de motive care sa-mi dinamiteze sensibilitatea. Daca iubita §i balcoanele 
secolului trecut provocau poetului lavaliera paliditapi, pletele unei a§a numite inspirapi picate 
din cer sau din ochii muzei (de obicei alba§tri, totdeauna pierdup), astazi asprele motive 
contemporane cu milioane de flamanzi alaturi de capva mari si divini imbuibap, milioanele de 
prcgatip pentru carne de tun alaturi de capva fcrip conducatori ai trusturilor, sunt departe de a 
constitui si lumina aureola inspirapci. Ele a(a(a, revolta, impun o atitudine, scrisul devenind 
astfel o activitate concreta, cot la cot cu vial,a, flacarile care incendiaza continentele, cu oamenii 
flamanzi, goi sau in uniforma, pe care-i vezi in§irap in fa(a gurilor de tun. (...) Scriu pentru ca 
sensibilitatea mi-e ciuruita de intrebari grave §i nepennise. Si sunt sigur ca in aceasta (ara poetul 
tanar nu poate avea decat o asemenea sensibilitate”. 85 


84 Alexandra Sahia, Pentru eliberarea masselor, in „Facla”, 17 octombrie 1935, inclus in volumul Nuvele §i 
articole, Editura de Stat pentru Literature fi Arta, Bucurefii, 1951, pp. 186-187. 

85 Gherasim Luca, Scriu pentru ca sensibilitatea imi este ciuruita de intrebari grave §i nepennise, in „Facla”, 28 
iunie 1935, inclus in antologia Inventatorul iubirii §i alte scrieri, editie ingrijita, prcffia fi note de Ion Pop, Editura 
Dacia, Cluj-Napoca, 2003, pp. 332-333. 
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Iar mull) ani dupa ce experien|a avangardista se va fi consumat, Miron Radu 
Paraschivescu va explica intr-un mod asemanator angajarea politica din anii ’30 a avangardei, 
ca reac(ie la regimurile de opresiune §i teroare din Romania: 

„Poezia noastra militanta a |a§nit in anii ilcgalitapi, prin reacpc. Nu era timp de artificii 
§i intortocheri sterile. Realitatea izbea brutal, cu patul pu§tii, cu curbele de sacrificiu, cu 
crava§ele siguran|ei, iar replica la ea se cerea la fel de aspra - apriga, lucida, indraznea|a, tocmai 
ca functia ei sa fie eficienta. In anii aceia, cuvantul s-a incarcat cu dinamita. Poetul, neavand 
nici gloan^e, nici bombe incendiare, trebuia sa-si innoiasca in aceasta lupta arsenalul 
mijloacelor de expresie §i sa rosteasca impotriva oprimarii protestul lui violent. A§a s-a nascut 
poezia ca «arma de lupta», pusa in slujba idealului comunist. 

E drumul unei intregi gcnerapi. I-a§ numi aici pe Sahia, Bogza, Voronca, Ion Calugaru, 
Fundoianu, St. Roll, F. Brunea-Fox, Sa§a Pana, Constantin Nisipeanu, Gellu Naum, Victor Ilin, 
Al. Voitinovici, Virgil Teodorescu, Mihnea Gheorghiu (...) Toate aceste nume, sau aproape 
toate, ca §i in cazul celor cita(i mai sus, al lui Maiakovski, Tzara, Aragon, Hikmet etc., s-au 
apropiat de stanga venind de la modernism”. 86 

Un revoltat per se, poetul avangardist nu poate (§i nu are dreptul) sa ramana pasiv in 
fa(a ncdrcptapi universale. 


86 Apud Ilie Purcaru, op. cit., pp. 16-17. 
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THE URGE FOR POWER AND CHARACTERS’ CONSTRUCTION IN 
ALEXANDRU ECOVOIU’S NOVELS 


Marius Nica 

Assoc. Prof., PhD, ”Petroleum-Gas” University of Ploiesti 


Abstract: In Alexandru Ecovoiu’s novels (Ordinea, Statiunea and Saludos) one may depict a 
strange relation of the characters with the sense of power. This is what we try to identify and 
exemplify in order to better light up the significance of the epic. Moreover, the study brings 
forward those elements that create the ironical touch of the text in order to argument the 
postmodern features ofAlexandru Ecovoiu's novels. 

Keywords: postmodern, power, consciousness, irony, fragmentary. 


Starting with his first novel, Calatoria (The Journey), Alexandru Ecovoiu was 
acknowledged as a talented young prose writer and the critics have always had contradictory 
statements on his work. Most of them see in his writings the unknown master of contemporary 
prose 1 . Following the postmodernist trend, Ecovoiu’s novels step out from the literary cannon 
and create a special fictional universe. They strike most of the time by the use of epic 
unpredictability. 

The main theme of the novels is that of power and the characters are constructed 
according to it - they belong to a typology more than being complex individuals: the Actor, 
the Writer, the Magistrate etc. They are images of what the author wanted to represent: the 
political, intellectual or mystical power. The game in which the characters engage in is the fight 
for power and is a dangerous endeavour which always ends with failure of plans, a sign that 
power cannot be held by one man. In his novels, Alexandru Ecovoiu emphasizes that power is 
something that can only be gained by force (in all its forms). In the novel Saludos , the 


1 “I could only say that Alexandru Ecovoiu, an insufficient read master of contemporary prose, is a Salieri to 
himself. The important thing is that, eventually, Mozart outlives him.” (A$ mai spune doar cd Alexandru Ecovoiu, 
un maestru inca insuficient citit at prozei contemporane, ip este siep un Salieri. Important e cd, pana la urma, 
Mozart-ul ii supraviefuie.pe), Irina Petras, Alexandru Ecovoiu sail eseismul bine fictional, in “Steaua”, nr. 3-4 / 
2013, la http://www.revisteaua.ro/core/numere/2013/Steaua%203-4%202013.pdf (nov., 10, 2015). 
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Custodian tries to violently take over the power and Filip’s plans (in the novel Ordinea -Order) 
are quickly stifled by those from the government because his popularity that grew from day to 
day become a threat (during some violent demonstrations Filip is beaten and thrown in jail). A 
novel that best highlights the struggle for power is Statiunea - The Resort. The protagonists, 
simple typologies, simple sketched characters upon their functions lead a struggle to achieve 
leadership. Finally, power is seized by violence by the residents of the resort, who finally 
establish order. A concrete example of power is the narrator that intervenes frequently in the 
text to change the destiny of the characters. He acts as a puppeteer playing with his puppets. 
The narrator is above the characters, who are trying at all costs to gain power and control of 
the resort; he holds supreme power and is the only one who has full control over the resort. 

Alexandru Ecovoiu novels, The Resort , Saludos, Order can be defined by three key 
words, namely: power, order and play 2 . Power is the main idea of the three novels and the 
struggle for power is well accounted for. The second keyword is order , defining element for 
the required power. The order is the visible manifestation of power as every character dreams 
to impose either globally (the Custodian) or nationally (Filip) a certain order to be obeyed for 
a system to function properly. The third key element is the game and refers to that hidden game 
of power hunters (i.e.: Freemasons, Illuminati). They are the ones behind the scenes, acting in 
the shadows. Alexandru Ecovoiu concentrate power in the hands of many forces, a sign that 
power can never belong to one man. The author developed a fascination for secret societies 
that rule the world. Such organizations are present in all three novels and according to the writer 
they wish to establish themselves as the unique global power. Mo language, to which the writer 
refers to in his novels, is a first step towards globalization and it becomes the only language 
used and accepted by these secret societies. 

Alexandru Ecovoiu explores the narrative fragmentation in the construction of his 
work. This makes him deviate from the literary genre canons that are defined by a complex 
action carried out on several levels. The writer is not interested in the outside world, in the 
presentation of concrete events but in the inner universe of his characters and in examining the 
states of consciousness. 

Saludos can be successfully analysed as picaresque literature because Sey Mondy's trip 
is one of knowledge and self-awareness. Saludos seems a simple adventure story, but it is a 

2 “In terms of theme there are three elements defining Alexandru Ecovoiu’s prose: power, order and game.” (Trei 
elemente definesc, din pnnct de vedere tematic, proza lui Alexandru Ecovoiu: Puterea, Ordinea si Jocid), Andrei 
Terian, Puterea, Ordinea si Jocul, in “Cultura”, nr. 80, 2007. 
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spiritual trip of the character. The novel begins with the confession made by a mysterious 
witness in a bistro in Paris. The witness, a photographer who had come in a brief visit to Paris 
in order to make an album with statues of the city, is nothing but an avatar of the writer. The 
title of the novel aims symbolically at a knowledge strategy which the character calls it “the 
state of saludos ”. This is very well explained by Ion Simut as “a strategy discovered in 
complete harmony with the environment, in complicity with all things, with rain, vegetation, 
birds, translated by Sey Mondy as the state of saludos, something between greeting and 
reverence, a form of freedom, a form of resistance but also of purification, a way of resonating 
with the world and identify with its latent meanings in order to reveal them.” 3 

The protagonist of the adventures abandons studies at the age of 23 (the study of 
Philosophy at Sorbonne) and enrols in a competition which involved travelling round the Earth 
for the stake of 1 million dollars (the contest is called Tardif Globe Trotter and is organized by 
a philanthropic organization sponsored by an old lady). The contest is basically about delaying, 
as the prize would be awarded to the one who reaches last the finish. Thus, competitors have 
the opportunity to go around the Earth several times, without being concerned by the lack for 
time. Sey Mondy circles the Earth for 40 years in a roll having thus the opportunity of making 
contact with different cultures. What stands out throughout the journey is that the character 
proves an incredible will not to give up. He manages to break out from every place and head 
to another. The character is not driven by material interests as the prize is just a bonus for the 
bigger reward that is knowledge. He earns a living either singing or doing card tricks or making 
seasonal work. What matters to him is the opportunity to enrich spiritually and to discover the 
outer and inner world. Sey Mondy has the power to refuse to settle down, even if he often feels 
the need for stability. During the trip he falls in love several times but each time he says no to 
settling anywhere. The character is experiencing an absolute freedom that comes bundled with 
a sense of rootlessness feeling that he does not belong to any place. Sey Mondy considers 
himself a world citizen because he was bom on a boat and thus he travelled all his life, not 
having a place to lock out nor people to return to. Therefore, the price for absolute freedom is 
in fact a terrible sense of alienation. 


3 Exista o strategic a cunoasterii, descoperita in armonia deplind cu mediul, in complicitatea cu lucrurile, cu 
ploaia, cu vegetatia, cu pdsarile, tradusa de Sey Mondy in starea de saludos, ceva intre salut si reverentd, o forma 
de libertate, o forma de rezistentd, dar si de purificare, un mod de a rezona cu lumea si de a se identifica cu 
sensurile ei latente, pentru a le dezvdlui. (Ion Simut, Viata ca o cdldtorie imaginara, in “Romania literara”, nr. 
46 , 2004 ). 


101 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


In terms of language Alexandru Ecovoiu’s novel is very accessible in that it uses a 
familiar language, easy to read and understand. Being a novel that focuses on analysing states 
of consciousness Saludos does not focuses too much on the external events, only in terms of 
reflection in the character’s mind. Thus, external events seem to flicker, character moving 
quickly from one story to another. Another argument is that the plot is timeless, a sufficient 
sign that events themselves are not important, but what they stir in the conscience of the 
individual. 

Alexandru Ecovoiu manages to keep the readers’ interest both by an enormous fantasy 
burst (that takes them in the most exotic places on the planet and shares the unforgettable 
experiences) and by a secret, which is expected to be unveiled along with a new story. The 
secret lies in an underground fight for global power. Sey Mondy is chosen, along with 12 
others, to be part of this secret organization, hidden in a gorge. In his unmistakable style, 
Alexandru Ecovoiu develops a passion for conspiracies and occult forces that are trying at all 
costs to obtain absolute power (overall control and unify all states into one: The Unitary State). 
From an ally, Sey Mondy becomes an enemy when he wishes to take part in the Custodian’s 
plans and decides to escape from the Defile. The great secret, the narrator is still waiting for 
since the earlier stories, becomes clear only at the end of the novel, when Sey Mondy disappears 
forever. His identity is not specified precisely and each character issues a subjective perspective 
about him. Not even the truthiness of the travel around the world can be confirmed. What is 
left is the message the narrator tries to convey: that the World is threatened by an absolute 
control driven force which may make use of any kind of resources in order to gain the Power. 

Saludos is the novel which assured Ecovoiu’s recognition in the literary world. Beyond 
the travel, the reader experiences a text of self-awareness and of self-knowledge in an indefinite 
act of rebellion. With this novel, the writer establishes his unmistakable mark: “dystopia, 
unaccredited narrators behind whom there are authors disguised in a Matryoshka style, 
conspiracy theory, world occult forces, textualism, speculations of text-reality relation: the text 
that becomes reality, reality that becomes text, the text that blends with reality up to 
indistinction.” 4 


4 Cartea care l-a impus pe Alexandru Ecovoiu in lumea literara a fost Saludos [...], unde sunt identificabile 
elemente tematice si de constructie care alcatuiesc din acest moment marca autorului: distopii, naratori 
necreditabili prin care sunt disimulati autori incapsulati in stil Matrioska, teoria conspiratiei, oculte planetare, 
textualism, speculari ale relatiei text-realitate: textul care se transformd in realitate, realitatea care se transforma 
in text, textul care se amestecdpdnd la indistinct cu realitatea. (Mihai lovanel, Alexandru Ecovoiu, in “Cultura”, 
nr. 299, 2010). 


102 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Another novel in which the theme of power and power gaining is at its best is Statiunea 
(The Resort). This time there are suggested two ki nds of power: political power exercised by 
the leaders on the inhabitants of the resort and the power the narrator exercises at the level of 
narrative discourse. The narrator acts as a Creator who holds in his hands the fate of the entire 
resort and of all the characters inhabiting it. Throughout the novel a fascinating game that the 
narrator practices with his characters stands out, like a puppeteer with his puppets. Each 
character has the right to reply, but they are always overwhelmed by the narrator's voice. It is 
remarkable that throughout the text the reader comes across only monologues, as characters 
fail to communicate with each other. This could be a defining feature of contemporary society, 
which Alexandru Ecovoiu tries to emphasize - namely that society no longer operates as a 
system in which each component communicates with the other, but on the contrary each 
component of society acts separately according to its own principles. This creates a lack of 
equilibrium that affects proper governance. 

The writer does not build complex characters in his novels - and especially in this one 
-, but typologies meant to serve as symbols of universal patterns of a society (the Magistrate 
figure embodies the absolute ruler). They aim at shaping a utopian world. The resort itself is a 
paradise of pleasure, an oasis of gambling positioned within a monarchical state that prohibits 
such practices. The only reason that the resort is not closed is that it brings significantly profit 
to the state due to the large number of tourists. Alexandru Ecovoiu creates in his novel a utopia 
if it were to relate strictly to the basic meaning of imaginary world; yet, if one goes deeper into 
the meaning of this word, he might find that it embodies the model of a social-political and 
religious ideal. But Ecovoiu’s world is far from being a perfect one. The author builds a rather 
anti-utopia, or a black utopia, which reveals the negative aspects of society: corruption, 
betrayal, greed, etc. In order to better shape his black utopia, Ecovoiu outlines all the negative 
aspects of life and highlights the flawed characters. One such example is the woman of easy 
virtue, embodied by Caravella, a character with vulgar, even obscene language. Ecovoiu’s 
novel is remarkable in that the characters involved in the fight for power are part of the 
intellectuals (the Magistrate, the Actor, the Philosopher and the Writer). Although they are the 
elite of society, they do not display a role-model of behaviour. The Resort creates an imaginary 
space that is not subject to the rules, a space where chaos reigns: where the individual conceives 
the idea of a space escaping any Commandments. The order is established only when the power 
is taken up by the residents of the resort. 
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The end of the novel is remarkable by the moralizing touch of the narrator who decides 
to restore order by choosing another leader and punishing all the characters responsible for the 
chaos in the Resort: The Writer, the Doctor and the Magistrate are hanged, Caravella falls into 
the hands of the other women in the resort, and the Actor and the Hero die in the fire. The fire 
has a purifying role, destroying everything that was flawed. Alexandra Ecovoiu creates in his 
novel a utopia intended to serve as a symbol of a society dominated by the struggle for power. 
Universal patterns compose these society leaders who, by their features, sketch the bleak 
picture of a world in which money, dissoluteness and corruption are the main components that 
define modem society. 

The novel Ordinea (Order) can be viewed as a political writing of nowadays society. 
The writer expresses his disappointment with the effects of poor understanding of freedom. 
The novel focuses on the crisis of values in modern society, showing that the contemporary 
world is heading towards chaos. Order is the core element of the novel. Order means 
dictatorship, imposing strict rules to eliminate severe chaos in society. Filip is the protagonist 
who creates the illusion that he could remove the chaos society is facing. Throughout the novel, 
the reader is just a silent witness of the plans Filip makes as future leader, meant to bring order 
and discipline in society. Virto (as Filip’s future state is called) is again a utopia of a perfect 
world in which order dominates. Opposing to this is America which regards as the source of 
most sins: “a psychiatric clinic.” 

Filip puts himself in the shoes of the leader, namely a dictator who has an iron will and 
who would be able to establish order with recovering lost liberty. He creates a very good plan, 
with well documented stages, and chooses his friends according to his dictatorship needs: 
Ieronim is the one who assures his acceptance in the Fiteracy Club and he hopes the friendship 
with him may one day bring prestige and influence in the intellectuals’ world. Moreover, his 
girlfriend, Ester, is a ballerina in Swan Fake show, whose popularity brings a positive aura to 
Filip. Another character that may help him in order restoration is Johan, an uncle from his 
mother side who opens his perspectives on alchemy. The relationship between Filip and these 
characters (especially Estera) is one of possession more than communication. 

As we have already mentioned Alexandra Ecovoiu focuses on the analysis of different 
states of consciousness and not on the events themselves. Throughout the novel the writer 
depicts the tribulations in the character’s mind. Filip misleads himself by taking the position of 
a dictator. This illusion increases every day and ends up taking over his entire life. His only 
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purpose is to fulfil his dream of order. The author offers an explanation for its abnormal trends 
of despotism namely that the child had suffered from meningitis and the disease has left traces 
of mental instability. That might explain the fact that some of his ideas reach the absurd: Filip 
wants to introduce the game of marbles as a kind of national sport. And his desire to kill a man 
in order to prove the power may be an explanation for mental instability. Moreover, his 
tendency to order everything around him adds arguments to Filip’s psychiatric literary record. 
The paradox is that young Filip’s life was marked by disorder (lust, alcohol addictions, 
smoking), which led to his parents’ divorce. The character is caught between extreme 
behaviours, unable to find a moderate path. Either of the two options would have brought the 
same outcome. 

A key feature of Alexandru Ecovoiu’s work is the irony and the end of the novel brings 
forth this by a paradoxical explanation of the warrant officer: “prisoner committed suicide 
because he could not stand the order.” Filips’s entire life may be regarded as one of irony, as 
he always oscillates between order and disorder, without being able to follow a sane attitude. 
Alexandru Ecovoiu brings a touch of (post)modernity to Romanian prose. Unique in structure 
and content, the Romanian writer tackles in his novels an old theme with new techniques - 
power in all its levels and manifestations. This obsession for power rise from the stems of 
contemporary society. The struggle for power has become a defining characteristic of each 
individual - the dream of climbing higher on the stairs of success, no matter what the costs are. 
Alexandru Ecovoiu’s work reveals current world situation perfectly: the modem man is 
dominated by corruption, malice, envy, and is controlled by obsessive desire for wealth. By 
giving up faith, the nowadays society (at least in the fictional worlds) is smothered in lust, 
sexuality, lack of morality and lack of the conscience of the sin. Sin, carnality before spirit, 
debauchery, money, power, hidden desires, dark ambitions are all literary motives that populate 
the evil universe found in the Alexandru Ecovoiu’s novels. 

In all his novels, Alexandru Ecovoiu finds the way of portraying typologies that behave 
accordingly on the background of a universe that is, sometimes ( Ordinea ), a mirror for the 
Romanian contemporary society. In other novels, the universe is a general, timeless one, a 
reason for the human experience to take place. His writing brings echoes of Kafka’s universe 
(Ion Simut) and puts the reader in the witness position as the narrative voice displays 
sensations, symbols and metaphors. Alexandru Ecovoiu lets the reader’s imagination run free 
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and provide an authentic novel, both by content and structure, which has led off new literary 
attitudes in the development of postmodern Romanian literature. 
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LETTRESINEDITES DE CIORAN A SON FRERE AUREL DANS VARCHIVE 
DE LA BIBLIOTHEQUE ASTRA DE SIBIU 


Rodica Brad 

Assoc. Prof., PhD, ’’Lucian Blaga” University of Sibiu 


Abstract: Aurel Goran gave Goran’s letters to his family, to himself and to his lifetime friends, as it is 
well-known. By searching that archive in its electronic format {DVD), I discovered that one of the letters 
written by Emil Goran to Aurel after 1980 haven’t been inventoried or published until now. By focusing 
on this aspect, I discovered that a new document is about to be published, which unites all that archive. 
Before this event actually takes place, 1 think it is interesting to present the 1980 letters, whose interest 
is focused on the moral support that Goran aims to offer from distance to his brother, who was at the 
time prey of a severe depression, which finally lead to his hospitalization in a psychiatric institution. 
Even if the themes of the letters aren ’t new (oldness, disease, melancholy, nostalgia of Rasinari and of 
Sibiu etc.), it’s the brother’s and family devotement which is absolutely impressive, but also the 
humaneness of Goran and his wish to comfort and encourage his suffering brother. 

Keywords : Goran, Aurel, letters, melancholy, nostalgia, depression, devotement. 


Je signale tout d'abord que les lettres de Cioran a Aurel d’apres decembre 1978 n'ont 
pas ete inventories dans le DVD realise par la Bibliotheque Astra, l'etablissement auquel 
Aurel a fait don de la plupart des lettres de Cioran a ses proches (parents ou amis, notamment 
amis d'enfance et confreres de generation de Cioran, ecrivains ou philosophes, faisant partie 
des cercles culturels bucarestois de leur jeunesse). 

La fameuse bibliotheque de Sibiu est en train de refaire en un seul document le contenu 
complet de cette archive si valeureuse. Avant que ce document ne soit fait, je me propose de 
signaler la presence des lettres en question (1979-1985) dans l'archive, en operant ce choix, 
celui de me resumer aux missives de Cioran de 1980, en en presentant brievement le contenu 
et en soulignant la position de Cioran face a la depression grave que son frere a subie durant 
cette annee. 
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Cependant, je voudrais signaler que ces lettres ont ete contenues partiellement dans 
l’edition roumaine realisee par Dan C. Mihailescu et parue chez Humanitas en 1995. De meme, 
elles ont ete aussi publiees dans une edition italienne realisee a la maison d’edition Archinto, 
sous le titre Inejfabile nostalgia. Lettere al fratello 1931-1985 (edition italienne soignee par 
Massimo Carloni et Horia Corneliu Cicortas, Milano, 2015). Le volume en question contient 
237 lettres d'un corpus actuel qu’on estime a environ 400 lettres. L'annee que j'ai choisie est 
importante surtout par la gravite des evenements qui se passent dans la vie d'Aurel qui traverse 
une grave depression nerveuse qui s'est meme soldee par un episode d'internement de longue 
duree a Gataia, au departement de Timis, dans un Hopital psychiatrique ou il s'est fait soigner 
par le docteur Mircea Lazarescu. 1 

L'archive Aurel Cioran que j'ai consultee sous forme de DVD et que j'ai presentee 
dans plusieurs articles a ete organisee, par la Bibliotheque Astra, en fonction du destinataire 
des lettres, en 5 parties inegales. La correspondance avec Aurel (que j’ai presentee dans un 
article paru en 2012 dans la revue Transilvania de Sibiu 2 ) est repartie de la maniere suivante : 

Cioran I reunit les lettres a Aurel a partir du 8 mars 1931 3 (lettres envoyees de Bucarest 
ou de Berlin) jusqu'qua 24 decembre 1968 4 . La plupart de ces lettres sont ecrites en roumain, 
mais a partir de 1964-1965, Cioran commence a ecrire aussi en fran^ais, en alternant 
pratiquement les deux langues. 

Cioran II continue Cioran I a partir du 6 janvier 1969 5 et jusqu'au 30 decembre 1973 6 . 

Cioran III continue Cioran II, contenant uniquement la correspondance avec Aurel a 
partir du 9 janvier 1974 7 et jusqu'au 13 decembre 1978 8 . 

Cioran IV ne contient que 5 lettres d'Aurel a Emil, datees 1973-1976 9 . 

Cioran V ne contient aucune lettre a Aurel, mais uniquement des lettres a des amis 
d'enfancc ou de jeunesse et des documents de la famille Cioran (y compris les lettres et cartes 
postales de Noica a Relu. Apparemment, de cette archive manquaient les lettres a partir du 7 
janvier 1979. 


1 Le medecin Mircea Lazarescu presente cet episode dans son livre Chin, extaz si nebunie in secolul al XX-lea,/ 
Tourment, extase etfolie au XX-e siecle, Bucuresti, Polirom, 2011. 

2 Rodica Fofiu La correspondance de Cioran avec son frere Aurel, Transilvania, nr. 8/2012. 

3 Archive Aurel Cioran, Bibliotheque Astra de Sibiu, DVD, lettre CXXXI/40. 

4 Ibidem, lettre nr. CXXXI/123. 

5 Ibidem, lettre nr. CXXXI/124. 

6 Ibidem, lettre CXXXI/251. 

7 Ibidem, lettre nr. CXXXI/252. 

8 Ibidem, lettre nr. CXXXI/380. 

9 Ibidem, lettres nr. CXXXII/10 (1973)-14(1976). 


108 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Pour ce qui est de Pimportance de cette correspondance, je voudrais d'abord redire que 
celle-ci est la plus longue, la plus assidue et que son interet reside dans la chaleur fraternelle et 
dans la disponibilite a part de Cioran a soutenir Aurel au long de toute sa vie d'une part, et, 
d' autre part, dans le fait qu'elle suit a peu pres tous les evenements de la vie des deux freres, 
se constituant, comme Dan C. Mihailescu le montre, en une sorte de journal intime de Cioran 
durant presque 50 ans, a partir de 1931 et jusqu'en 1985. L'assertion de Dan C. Mihailescu, 
l'editeur de ce volume, sur la valeur de cette correspondance me semble la plus pertinente, c'est 
pourquoi nous la citons : « rien de la personnalite de hauteur ne peut etre plus essentiellement 
etale que les lettres a Aurel Cioran [...]. Si Ton peut imaginer un Cioran plus transparent que 
celui de sa propre oeuvre, celui-ci se trouve integral et le plus eloquent dans ce volume. » 1() 

II est evident que les destinees des freres Cioran ont ete singulieres, chacune a sa fat^on. 
Les deux ont ete unis par la passion intellectuelle et culturelle, mais aussi par leurs options 
politiques, notamment pour leur sympathie de jeunesse pour la Garde de fer. 

Aurel Cioran est ne le 25 mai 1914 a Rasinari. II a fait des etudes de droit a l'Universite 
de Bucarest et a pratique le metier d'avocat pendant 10 ans. Ayant des convictions legionnaires, 
Aurel comptait parmi les personnalites de horganisation legionnaire de Sibiu. * 11 

Les deux freres se sont brusquement separes par le depart de Cioran en France, sans 
savoir que le sort lui reservait de ne plus se voir durant 44 ans. 

Voulant absolument quitter son pays, Emile partit d'abord a Berlin en 1933 et ensuite 
en France, enl937. A la fin de la guerre, par la constitution des deux blocs separes par la guerre 
froide, les deux freres ont ete forces a vivre d'un cote et de h autre du rideau de fer : Emile, a 
Paris, exile dans un paradis culturel, mais portant au coeur la nostalgie inassouvie de Coasta 
Boacii et Aurel, a Sibiu, persecute politique durant le regime communiste, condamne meme a 
la prison dans un proces de triste souvenir, deprime, vivant avec hespoir de voir un jour 
h Occident. 

Aux annees troubles 1933-1935, Cioran avait ete determine par F ideologic de la Garde 
de fer. Pour lui, h exaltation politique ne visait pas une voie interieure, mais une action 
collective frenetique, capable d'enfreindre le destin de petit pays et de culture mineure de la 
Roumanie sous la forme d'une transfiguration comme dernier espoir d'une generation jeune 
exaltee. 


10 E.M. Cioran Scrisori catre cei de-acasaj Lettres aux siens, etablissement et transcription des textes par Gabriel 
Liiceanu et Theodor Enescu, edition, notes et indices par Dan C. Mihailescu, Bucuresti, Humanitas, 1995, p. 5. 

11 Cf. Nistor Chioreanu, Morminte vii, Iasi, Editura Institutului European, 1992. 
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Si son engagement politique et ideologique etait plutot une forme d'amour immodere 
envers son pays, d'une infatuation dont il allait se rendre compte par la suite, issue d'un 
complexe d'inferiorite culturelle potence par un lyrisme desarmant, incontrolable, celui 
d'Aurel a ete fenne, personnel, assume et tragique par le proces qui lui a ete intente en 1948 et 
suite auquel il a ete condamne a sept ans de prison et huit ans de travail force. Entre 1942 et 
1944, Aurel a lutte sur le front roumain. Aux annees '69, Aurel est rehabilite, malgre son refus 
constant de devenir informateur de la police politique communiste. Une contribution recente 
est representee par le volume Aurel Cioran, fratele fiului risipitor/Aurel Cioran, le frere du fils 
prodigue qui reconstitue sa personnalite et qui reunit aussi ses ecrits et la correspondance 
entiere avec Emile, y compris les lettres de 1980, traduites en roumain. 12 

C'est dans ces conditions historiques terribles que les deux ont confie a leur 
correspondance leur dialogue impossible autrement, conscients du fait que les lettres elles- 
memes etaient interceptees, lues, controlees et, des fois, arretees par les autorites communistes. 

La propension de Cioran a ecrire des lettres est expliquee par f auteur lui-meme dans 
un article paru dans la Nouvelle Revue Francaisc qui a ete par la suite repris dans l'avant- 
propos au volume Scrisori catre cei de-acasa /Lettres aux siens intitule Manie epistolaire. 
C'est la qu'il justifie son amour des lettres par « sa curiosite morbide envers les gens », par sa 
manie d'ecrire et de repondre aux lettres: « L'echange epistolaire donne au paresseux Fillusion 
de l'activite ». Nous pensons que les propos les plus suggestifs pour le statut de la lettre pour 
l'homme Cioran sont les suivants : « Conversation avec un absent, la lettre est un evenement 
majeur de la solitude » 13 . 

La crise nerveuse d'Aurel avait ete deja symptomatique a travers le long silence qui 
s'est installe entre eux, inquietant Cioran qui y a reagi le 13 janvier 1980 : « Je n'ai plus rien 
re$u de toi depuis longtemps : que se passe-t-il ? J'ai ecrit a Dinu 14 en le priant de me donner 
de tes nouvelles. Si tu as des ennuis de sante, dis-le moi, car tout vient mieux que le tourment 
epuisant des hypotheses ». 15 Les problemes d'auto culpabilite que se faisait a l'epoque Aurel, 
avant F escalade de la depression nerveuse sont mis en rapport par Cioran, coniine toujours, 
avec Fheredite chargee et le penchant des membres de toute la famille Cioran aux 
tourments : « Nous avons dans notre famille un tres genant malheur: nous prenons tout a coeur, 


12 Aurel Cioran, fratele fiului risipitor, /Aurel Cioran, le frere du fils prodigue , edition soignee par Anca Sarghie 
et Marin Diaconu, Cluj-Napoca, editions Eikon, 2012. 

13 E.M. Cioran Scrisori, ed. citee, Manie epistolara, p. 6. 

14 II s'agit du philosophe Constantin Noica. 

15 Archive Aurel Cioran, lettre nr.CXXXI/398 du 13 janvier 1980. 
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nous nous tourmentons pour des riens. J'ai essaye toute ma vie de me rendre indifferent et je 
n'y suis pas parvenu. Et toi non plus, je veux dire » 16 . Et il recommande le cynisme comme 
conduite face aux « greseli » (erreurs) de jeunesse : « si tu as fait des « greseli » pourquoi 
n'avoir reagi avec un peu de cynisme, comme on doit le faire dans toutes les circonstances 
« serieuses » ? Les ennuis qu'on a ne sont pas supportables que si on les traite avec un 
minimum de mepris. Rien de ce qui peut nous arriver ne merite Fattention d une 
nevrose...C'est payer un prix trop eleve » 17 . Et il promet tout son soutien a son frere abattu : 
« En tout cas, s'il s'agit de dettes, d'amendes ou de choses de ce genre, n'hesite pas a me le 
dire, je suis en ce moment en mesure de f aider tout de suite. » 18 

La lettre suivante est deja envoyee a l'hopital psychiatrique de Gataia. Le ton de la lettre 
est encore plus inquiet et le corps rf en est pratiquement qu'une suite d'interrogations, de 
demandes et de conseils therapeutiques : « Comment te sens-tu ? Comme tu ne donnes plus du 
tout de tes nouvelles, j'en suis reduit a des hypotheses plutot alarmantes. Ecris-moi, ne serait- 
ce que pour me dire quels medicaments tu prends et quel est ton etat general [.. ,].H ne faut pas 
se laisser aller, il faut vouloir g uerir. » 19 . Le sens des propos de soutien est, evidemment, celui 
d'encourager Relu a s'en sortir: « Tu passes par une grande epreuve, mais ce n'est pas la 
premiere dans ta vie, tu en as couru d'autres et tu les as toujours surmontees [...]. Ne te laisse 
pas devorer par des obsessions sans fondement. » 20 

Dans la lettre suivante du 31 mars, Cioran continue a donner des conseils medicaux en 
veritable specialiste (testes peut etre sur soi-meme) a son frere, en Fimplorant de lui ecrire et 
en lui demandant s'il avait envie de lire 21 avec Fintention expresse de lui envoyer des livres 
(helas, c'etait presque tout ce qu'il pouvait lui promettre a telle distance, a part les medicaments 
et le soutien verbal !). Le 4 avril Cioran s'avere content des bonnes nouvelles revues par 
telephone de lea (Fepouse de Relu) et lui recommande de rester a l'hopital jusqu'au 
retablissement complet. Le 22 avril il informe son frere sur F envoi de deux livres a offrir aux 
medecins : « Je souhaite que tu les offres aux deux medecins qui s'occupent de toi a Gataia. » 22 
La joie d'avoir finalement une reponse de Relu le fait exulter de joie le 28 avril: «j'ai 
eu la joie aujourd'hui de recevoir ta carte postale qui, par elle-meme, est la meilleure nouvelle 

16 Ibidem. 

17 Ibidem. 

18 Ibidem. 

19 Ibidem. 

20 Ibidem. 

21 CXXXI/403 

22 CXXXI/405 
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que je pouvais esperer... » 23 . II console son frere, l'assurant avec humour que cette crise en 
train de passer n'avait ete qu'un «incident de parcours » ou plutot un « accident » 24 . II 
recommande a Relu de soigner d'abord ces insomnies, lui, l'insomniaque d'autrefois : « Pour 
moi, il est inexplicable que tu aies accorde si peu d'attention a tes insomnies. Macbeth appelle 
le sommeil « the balmof hund minds », en roumain « balsamul sufletelor ranite » [...] tout le 
monde est heureux de savoir que tu es redevenu toi-meme » 25 . Dans les lettres suivantes, Cioran 
redit sa satisfaction de voir son frere retabli, F assure a chaque fois de lui envoyer des 
medicaments et F encourage a programmer prochainement une visite a Paris : « Fautomne est 
peut etre le meilleur moment ». 26 

Les recommandations medicales continuent dans les lettres suivantes, surtout celles 
portant sur la necessity pour Relu de changer de perspective sur la vie et sur les gens, malgre 
le caractere toujours « framantat» (tourmente) de la famille: « Tache de ne plus prendre a 
coeur et de ne plus te tourmenter a cause de gens qui ne meritent que mepris. La vie n'est pas 
supportable sans une certaine dose de cynisme. N'est-il pas insense de souffrir a cause de tel 
ou tel imbecile ? Tous dans notre famille ont eu le gout de Fauto-torture, nous nous sommes 
tous « framantat » a propos de tout et de rien. » 27 . Cioran parle aussi des formalites de la visite 
projetee a Paris et se plaint lui-meme de souffrir a cause de la grippe et de la fatigue. 

Dans la lettre du 25 mai Cioran parle des medicaments qu'il a envoyes a Sibiu, donne 
des recommandations de dosage et se plaint lui-meme des ennuis causes par la grippe : « Ma 
grippe est enfin finie (mon organisme est sans doute hodorogit ) [use] apres trois semaines 
epuisantes » et donne toujours a Aurel des conseils de detachement: «tout le monde est 
heureux que tu sois en si bon etat. Essaie, a Favenir, de ne plus te tracasser tant, cesse surtout 
de prendre les choses au tragique, il vaut mieux en rire, cela conserve la sante » 28 . La lettre 
suivante est ecrite sur le meme ton, pleine de conseils et parlant des maladies de Cioran et des 
remedes qu'il s'appliquait a soi-meme : « Le climat de Dieppe est tres froid. C'est bon pour les 
organismes plus solides que le mien. Je passe ma vie a faire des inhalations ! » 29 . Le 23 juin 
1980 Cioran s'interesse si les colis de medicaments sont arrives et recommande encore a 
Relu : « Essaie de garder ton calme et ta serenite. Les tourments sont epuisants, et, a vrai dire, 

23 CXXXI/406 

24 Ibidem. 

25 Ibidem. 

26 CXXXI/407. 

27 CXXXI/408. 

28 CXXXI/410. 

29 CXXXI/411. 
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inutiles. J'en sais quelque chose », dit-il simplement et apprend a son firere qu'il a recommence 
a travailler « apres des mois d'apathie et d'ecoeurement » 30 . Avant de finir, il ajoute avec 
disponibilite, humour et ironie: « N'hesite pas de me demander tout ce dont tu as besoin. Ma 
situation materielle s'est amelioree avec Page. Partout on fait plus pour les vieux que pour les 
jeunes. Quelle folie ! » 31 

Le 27 juin Cioran parle de nouveau des medicaments envoyes, des doses a prendre et 
avoue qu'il devait prendre lui-meme des antidepressifs : « parfois je me dis qu'il faudrait que 
j'en prenne moi -aussi a condition que cela ait un effet anti-cafard. » 32 Le 2 juillet, il 
deconseille les grandes doses de medicaments : « encore une fois, il ne faut pas exagerer, car 
trop de remedes est un exces funeste. On doit menager l'estomac, les reins, le coeur, victimes 
de la chimiotherapie. » 33 

Le 17 juillet il reparle a Aurel de V importance du sommeil dans toute therapie et Unit 
sur une pensee tendre pour les lieux chers de Sibiu et de Rasinari : « Ce qui me manque, c'est 
fair de Sibiu ou plutot celui de Coasta Boacii » 34 . Le 28 juillet, Cioran parle de remedes contre 
l'hypertension (lea en souffrait) et commente la nouvelle de la mort de Ion Balan : «j'ai appris 
la mort, il y a six mois, de Ion Balan « dracul » (le diable). Cancer aux poumons. Curieux 
personnage. » 35 

Une lettre venant d'une petite commune aupres de Nantes ( ou Cioran avait ete invite 
en compagnie de Simone) exprime la satisfaction d'une belle sortie de Paris, a meme de lui 
donner envie de reprendre les voyages : « Je suis ici depuis quelques jours. La maison que 
j'habite est admirable a tous egards. Se trouver loin de Paris et avoir a sa disposition un jardin, 
c'est une utopie.. .realisee-pour peu de temps, il est vrai. J'ai envie de voyager, de voir la Grece 
et de revoir l'ltalie. D'un autre cote, je me dis qu'a mon age, il est trop tard pour courir apres 
des sensations nouvelles » 36 . Il se demande aussi ou en etait l'histoire des passeports de Relu 
et d' lea. 37 Le 2 septembre Cioran se demande encore a quel moment les deux pourraient venir 
a Paris et, quant a eux, precise que: « Le mois d'aout s'est tres bien passe a Paris: personne 
dans l'immeuble, rien que des touristes. » 38 . Il avoue encore a Aurel: « La mort d'Herseni m'a 

30 CXXXI/412 

31 Ibidem. 

32 CXXXI/413. 

33 CXXXI/414. 

34 CXXXI/415. 

35 CXXXI/416. 

36 CXXXI/417. 

37 CXXXI/418. 

38 CXXXI/419. 
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affecte plus que celle de Balan » et reve de voir un jour le Maramures : « J'espere voir un jour 
ce Maramures qui a Fair d'un petit paradis (ou plutot d'un grand). 39 Comme le voyage de Relu 
et lea semble proche, Cioran en fait des precisions, surtout quant a leur hebergement: « comme 
notre appartement est trop petit, on vous reservera une chambre a F hotel » et se plaint de la vie 
a Paris qui lui semblait insupportable : « vous vous en apercevrez vous-memes. Trop de gens, 
trop de voitures, trop de fumee, trop de puanteur... » 40 . 

Le livre sur Hegel de Noica Fa charme, dit-il encore : « le livre de Dinu est excellent. 
Quel ecrivain ! II a rendu Hegel clair, il Fa degermanise- » 41 . 

Le 31 octobre, Cioran semble conscient du fait que, les papiers trainant, le voyage des 
Roumains etait devenu impossible durant l'annee 1980 (ils n’y iront en fait qu'en 1981) : «je 
comprends parfaitement que cette longue attente vous exaspere. D'un autre cote, l'hiver n'est 
pas la saison ideale ici a cause d'une pluie sale et deprimante ». 42 

Un aspect tres delicat est souleve dans la lettre de 22 novembre, suite a une protestation 
collective a Fajoumement du depart definitif du pays de Wolf Aichelburg, ami des fireres 
Cioran. Cioran deconseille imperativement Relu de signer pour son ami, pensant surtout aux 
consequences malheureuses qu'une telle signature aurait pu avoir pour son firere : « La 
signature pour Wolf ne peut que te faire des ennuis. Mais, comme je te Fai dit ce matin au 

telephone, je n'ai rien signe, parce que je ne signe jamais. Je ne crois pas a ce genre de 

manifestations. C'cst une initiative malheureuse. Je me trouve dans une situation impossible 

car tout desaveu serait inelegant. Ceux qui m'ont cite parmi les signataires sans m'avoir 

consulte auparavant sont tres embetes maintenant. » Des precedes irrecevables. Je ne veux en 
aucun cas que tu aies a en souffrir. » 43 

Dans la lettre du 14 decembre 1980, Cioran parle a rebours de ses propres livres qu'il 
a, semble-t-il, envoyes precedemment en Roumanie : « Un des embetements de ma vie est 
qu'on me demande d'ecrire sur tel ou tel, specialement les veuves...appelees si justement 
abusives. Je refuse toujours, mais comme en general les epouses survivent aux epoux...» 44 . 

La derniere lettre que nous voudrions presenter serait une lettre, il est vrai, de 1981, 
mais dont le contenu est tres proche de celui des lettres precedemment evoquees. Le 27 fevrier 

39 Ibidem. 

40 CXXXI/420. 

41 Ibidem. Il s'agit du livre de Noica Povestiri despre om, Histoires sur I'homme, Bucarest, Editura Eminescu, 
1980. 

42 CXXXI/421. 

43 CXXXI/422. 

44 CXXXI/423. 
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1981, Cioran se rend compte du fait que la crise de Relu est revenue et emploie tout un arsenal 
de positions pour faire changer d'humeur son interlocuteur: « Ta lettre de Paltinis est un 
requisitoire excessif contre toi-meme» 45 . Au lieu de se rappeler nostalgiquement le paradis 
perdu de Santa, tout pres de Paltinis, ecrit Cioran, «tu fais ton examen de conscience et 
denonces des «infamies » que tu n'as pas commises, en veritable bourreau de toi-meme. Je 
connais un peu cela, mais je n'ai jamais pousse aussi loin que toi cet acharnement suicidaire» 46 . 
Les soucis qu'il se fait au sujet de la sante morale de son frere le font se conduire en veritable 
psychiatre : « Cesse de te hair, de t'accabler de tous les mefaits et de tous les crimes. Tu ne 
pourras guerir que si tu recouvres ton sourire et un certain air insouciant. [...] Tache d'etre ton 
propre docteur, car ta maladie est de celles dont on ne peut triompher qu'en Tanalysant et en 
en prenant conscience a tout instant. [...] Tu n'es coupable de rien [...]. J'aimerais tant te 
convaincre de ton innocence ! » 47 

Apres avoir passe en revue les lettres de 1980 ecrites a Relu, nous constatons que la 
tonalite de Cioran est de plus en plus sceptique, que Tecriture elle-meme est devenue tres 
synthetique et que les obsessions de Cioran de ce temps y sont presentes largement: les 
difficultes de Tecriture, les ennuis dus aux maladies ou a la vieillesse, l'horreur de la betise 
humaine etc. Certaines lettres presentent aussi de l'interet litteraire ou culturel (telles cedes sur 
les livres de Noica), certaines autres font voir Tamour incessant des voyages, mais la plupart 
devoilent cet amour fraternel attendrissant qui revele la dimension humaniste de Cioran, la 
chaleur de sa vie privee, quotidienne et famidale. 

Comme il est bien connu, les deux freres n'allaient se revoir qu'en 1981 a Paris. 
L'eloignement a marque leurs destins singuliers et, en se rencontrant a la gare, ils ont eu du 
mal a se reconnaitre. L'histoire les avait separes pendant presque 50 ans pour les reunir au 
crepuscule de leur vie. 

Tout comme on l'a bien remarque 48 , dans le dialogue a distance avec Aurel, 1'aspect 
qui est de toute premiere evidence est le cote roumain de la personnalite d’Emile, sa melancobe 
roumaine, son scepticisme, sa nostalgie des contrees de l'enfance, son attachement tendre aux 
membres de sa famille, sa lamentation face au sort pcrcu comme irreparable, mais aussi les 


45 CXXXI/400. 

46 Ibidem. 

47 Ibidem. 

48 Alexandru Seres, Scrisorile regasite ale lui Cioran Cronica literara, Familia, Oradea, 
http://www.romanianphilosophy.ro/newsletter/pages/10_01_ianuarie/iRecenzieiSeres_Familia_Nr.%2010.pdf 
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elements d'une pensee originaire, simple, embue de la sagesse de l'homme simple qui prend 
l'histoire a rebours pour pouvoir mieux supporter les miseres de l’existence, la vieillesse, les 
maladies et la misanthropie qui vient avec Page. 

C'est un soutien moral et une sorte de surveillance fraternelle, une invitation au 
detachement, au stolcisme qu'il semble avoir lui-meme embrasse, malgre les emportements du 
sang familial et de son temperament. Ce n'est pas par hasard non plus que Cioran recommande 
a son frere de lire Marc-Aurele, le meilleur consolateur, un de ses auteurs favoris et qu’il lisait 
a chaque fois qu'il avait du mal a supporter la vie. 

L'attitude fondamentale de ces lettres est la recommandation qu'il fait a son frere de se 
tenir a distance des etres et des evenements du passe, de ne plus se faire du mauvais sang en 
prenant les choses trop au serieux. On dirait un Cioran bien roumain, connaisseur profond du 
caractere de son frere, mais aussi des realites roumaines auxquelles il continuait d'etre attache, 
malgre toute declaration contraire. 

Un dialogue ininterrompu, malgre la distance et la censure communiste, au-dela des 
regimes politiques, au-dela du sens que prenait l'histoire qui ne cessait de conspirer contre tous, 
montrant sa terreur perpetuelle. 
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HOME - TOPOPHILIA AND TOPOPHOBIA INBUJOR NEDELCOVICFS 

NOVELS 
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Abstract: The article starts from Gaston Bachelard concept of “topophilia ” and analyzes the topos 
“home ” in two of Bujor Nedelcovici's novels. In the Romanian writer’s imaginary, “home ” represents 
a figure which is essential for the material, mental and spiritual state of that who inhabits it, but it is 
also revelatory of the specific character of the epoch. Thus, the pre-war houses are totally different 
from the post-war ones. The overthrow of the political regime after the Second World War leads to an 
upturn ofpeople’s destinies and causes the decline of their houses or their spoliation by the State. 

Keywords: contemporary Romanian novel, the imaginary, topophilia, topophobia 


Crea|ia romanesca a lui Bujor Nedelcovici incepe cu romanul Ultimii (1970) §i continua 
cu o trilogie, Somnul vame§ului, formata din volumele Fara vasle (1972), Noaptea (1974) §i 
Gradina Icoanei (1977). Comparativ cu romanele care au urmat, romanele men(ionatc mai sus 
au multe afinitatj. Au ca personaj principal un alter-ego al autorului, iar realismul e pro nun tat, 
in vreme ce in textele ulterioare vor predomina parabola, rescrierea miturilor, simbolurile §i 
alte trasaturi specifice unor povesti initiaticc. In fine, ambele romane pun fa(a in fa(a 
reprezentanji ai autoritatilor regimului comunist si reprczcntanti ai clasei foste burgheze, carora 
li se alatura niste eroi tineri, provenind (sau nu) din aceasta clasa burgheza si care devin 
“vinova(i fara vina”, acuzaji pe nedrept de o infrac(iunc. Ei sunt niste “straini”, negasindu-§i, 
oricum, locul in noua societate postbelica, cea care “construie§te socialismul”. in Ultimii, acesti 
eroi principali sunt Petran §i Cristu, iar in Somnul vamesului este Iustin Arghir. Out-sideri, 
deci, in societatea romaneasca a anilor 60, ei sunt cautatori ai unui adevar despre ei in§i§i, 
despre destinul lor, care se lasa foarte greu devoalat intr-o lume a abuzului si a minciunii 
devenite lege. 

Urmariti de aparatul represiv comunist, fostii burghezi rama§i in via(a, desi batrani, sunt 
abia tolcra(i, ascunsi, am zice, ca niste paria, in locuin(e inguste, §i suporta saracia. Autorul le 
da cuvantul sa depuna marturie despre cum a fost lumea antebelica. In Ultimii, o avem, astfel, 
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pe Doamna Rujinski, iar in Somnul vamcsului, pe ca(iva dintre unchii si matu§ile lui Iustin 
Arghir. 

Statutul social, structura psihismului tuturor acestor eroi §i chiar mai mult decat atat, le 
gasim exprimate in mod semnilicativ daca facem o analiza a toposului esenfial din cxistcnta 
lor, adica al casei lor/ al caselor lor, la modul generic. Pentru a ne argumenta obscrvatiile vom 
apela la celebrul studiu al lui Gaston Bachelard, Poetica spatiului. El dclincstc “topoanaliza” 
ca fund “studiul psihologic sistematic al locurilor din viata noastra intima” 1 (Bachelard: 27). 
Pentru filozoful francez “topoanaliza” se reduce insa la “topofilie”, “spafiile fericite”, cum le 
numeric el, iar cercetarile sale asupra acestora i§i propun sa gaseasca “valoarea umana a 
spafiilor care ne sunt in posesie, a spafiilor aparate impotriva forfelor adverse, a spafiilor iubite” 
(Ibid: 17). Le mai nume§te “spafii laudate” §i precizeaza ca la” valoarea lor de aparare” se 
adauga “valori imaginate” iar acestea din urma devin chiar dominante (Idem). 

Bachelard descrie “casa”, in primul rand, ca pe “un instrument de analiza a sufletului 
omenesc”(Ibid: 21). El observa ca nu doar amintirile, dar §i uitarile noastre, inconsticntul 
nostru, i§i gasesc refugiu acolo: “Amintindu-ne de “case”, de “camere”, invatam sa ramanem 
in noi inline” (Idem). 

“Casa” este apoi “coltul nostru de lume”, e “primul nostru univers, e cu adevarat un 
cosmos”(Ibid: 24). 

De asemenea,”casa” e “una dintre cele mai mari puteri de integrare pentru gandurile, 
amintirile §i visele omului” (Ibid: 26). O casa stabila, frumoasa §i armonioasa e §i ea 
raspunzatoare pentru cum arata structura noastra interioara :”Casa, in viata omului, inlatura ce 
e contingent (...) Fara ea, omul ar fi o liin(a dispersata. Ea il mentinc pe om in fata furtunilor 
cerului §i ale vic(ii. Este trup §i suflet. (..) Inainte de a fi aruncat in lume (...) omul e asczat in 
leaganul casei” (Idem). 

Bachelard descrie importanfa visarii (la reverie, in orig.), pe care “casa” o prilejuie§te, 
descrie casa visata (la maison revee, in orig.), §i interpreteaza modul in care e construita “casa” 
(podul, pivnifa, hambarul), dar aceste aspecte nu ne intereseaza in analiza pe care urmeaza sa 
o facem. 

Sa mai adaugam ca in opinia lui Bachelard “casa” e mai mult decat un decor”, e “o stare 
de suflet” §i “chiar reprodusa in aspectul sau exterior, ea reveleaza o intimidate” (Ibid: 89). 


1 Traducerea citatelor din Bachelard, din limba franceza in limba romana, apartine autoarei articolului, S.G. 
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Vom considera orice locuinpi la care ne vom referi, din spa^iul locuit de personajele 
romanelor amintite, drept “casa”, in virtutea unei allrmatji a lui Bachelard insusi: ’’Orice spajiu 
locuit cu adevarat poarta esenja nop unii de casa”(Ibid: 24). 

Unul dintre personajele principale din Ultimii, Petran, locuie§te intr-o baraca, dintr-un 
§ir de baraci muncitorcsti parasite, langa un lac. Precaritatea locuirpci sale e in concordant cu 
statutul sau social §i cu starea sa sufleteasca. Petran e singur pe lume, lucreaza ca po§ta§, dar 
inainte fusese padurar si vanator, ocupapc care ne trimite cu gandul la o libertate pierduta, ca 
si la taramul magic al padurii. Petran e imbracat mereu la fel, in negru, unii spun despre el ca 
seamana cu un preot catolic, alpi, dimpotriva, il poreclesc “Depnutul”. El vorbe§te pujin, nu 
rade niciodata, iar unicul lui prieten e Cristu, fost copil de biserica, tot singur pe lume, student 
intarziat, la Arhitectura, la varsta de 30 de ani. Petran §i Cristu formeaza de fapt un unic 
personaj, bicefal, in care primul e “omul de acpunc”, despre care unii banuiesc ca ar fi impure at 
un om, iar al doilea e “creatorul”, pentru ca viseaza sa construiasca o “Casa a Judecajii”. Avem 
in acest vis al lui Cristu o aluzie la societatea romaneasca postbelica din anii 60, totalitara, din 
care justipa lipscstc. Cristu locuie§te intr-o camera cu chirie, saracacioasa, in care, ca si lui 
Petran, nimic nu-i apartinc. Lacul de langa baraca locuita de Petran e un simbol al morpi, ca §i 
cladirea Morgai, situata in apropiere de casa in subsolul careia loeuiese sopi Rujinski, ca si de 
cea in care loeuieste Cristu. 

Doamna Rujinski e celalalt personaj principal din Ultimii. Ea provine dintr-o familie 
de nobili polonezi §i> ajunsa la batranctc, starncstc inca multa admiratie atat din partea Dlui 
Fabian, vecinul ei, pensionar, cat §i din partea lui Cristu. Nu ni se spune nimic despre casa ei 
parinteasca, iar dintre cele patru casatorii ale ei aflam ceva doar despre ultimele doua. Cand 
Dl. Rujinski, ultimul ei sop cade pe scarile casei §i moare acolo, ea nu se ridica sa il salveze, 
de§i aude zgomotul caderii. Mai mult, il lasa acolo mult timp si ascunde acest accident, 
facandu-se vinovata de “non-asistenja la persoana aflata in pericol de moarte”. Putem 
presupune ca Dna Rujinski dore§te sa grabeasca moartea sojului pe care nu il iubise si care se 
insurase cu ea doar formal, din mila. Din viaja ei trecuta raman martore palpabile o suita de 
rochii elegante, pe care i le arata lui Petran, intr-o scena in care luciditatea e intrerupta temporar 
de fuga in imaginar. 

Sunt evocate trei “case” din existenja Dnei Rujinski §i toate exprima starea materiala §i 
spirituala a eroinei din vremea in care sunt locuite, ca si caracteristicile epocii respective. 
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Pe prima o vom numi “casa tristcpi”. E casa parinteasca a Omului cu Lavaliera, al 
treilea sot al Dnei Ruj inski, o casa la (ara, batraneasca, locuita in perioada razboiului (al Doilea) 
de catre cuplu, dar p de catre fratele barbatului, de mama p sora acesteia, paralizata. 
Atmosferei angoasante a bombardamentelor ii corespunde atmosfera din aceasta casa veche, 
in care cei morp au o prezen(a apasatoare: “Intr-o zi am intrat in camera lor (...) Pe pcrcp erau 
mai multe fotografii reprezentand militari in diferite unifonne si domni imbracap cu jiletca, 
pantaloni strain p pe picior, panto li negri de lac p joben. Deasupra noptierei mamei lui- plina 
cu cutioare p plicuri de medicamente- era un tablou mai mic in rama caruia prinsese o 
sumedenie de alte fotografii asczate una peste alta, de diverse formate si dimensiuni meat puteai 
sa vezi un obraz de tanara fata taiat de o cisma, un cal rupt in doua de palaria unei doamne, o 
trasura care avea in loc de ro(i pu§ca unui copil, o mireasa la bra( cu o trotineta, o umbrehpa de 
soare pe afetul unui tun (...) Am stat mult timp in fa|a acestui tablou-mormant in care unii 
luasera locul celorlalp..” ( Nedelcovici I: 97). 

Insap camera cuplului are “pcrcp inalp, albi, neprietenop”, sufrageria are “mobila 
neagra p greoaie”, iar in cerdacul casei vegheaza aproape in permanent cele doua femei 
batrane, pentru ca, asa cum spune Omul cu Lavaliera, in neamul lor sunt cu topi “obosip” p 
sunt “ultimii”, o clasa sociala destinata sa dispara. Exista in patosul discursului Omului cu 
Lavaliera ceva din tragismul familiilor nobile ale romanelor rusepi din sec al XlX-lea, cu eroi 
care sunt rcsemnap cu dccadcnta lor. 

Bachelard a observat puterea de evocare a anumitor obiecte din decorul casei p le-a pus 
in evidenpi : « Dulapul p rafturile sale, secretaire-ul p sertarele sale, lada p fundul sau dublat 
sunt adevarate organe ale victii psihologice secrete. Fara aceste « obiecte » p cateva altele de 
asemenea valorizate, vie|ii noastre intime i-ar lipsi modelul de intimitate. Sunt obiecte mixte, 
obiecte-subiecte. Ele au, ca p noi, prin noi p pentru noi - o intimitate » (Bachelard : 100). 
Mobila din aceasta casa batraneasca, mobila evocata de Dna Rujinski in fa(a lui Petran, 
recreeaza aerul de intimitate al locuin(ei, dar p disparipa iminenta a unei intregi lumi: ”Am 
privit mai departe. Un scaunel -acoperit cu plu§ rosu, uzat, cu un pr de margele albe pe 
margine- apepta in lata (iccarui pat astfel ca dimineata sa poata lasa picioarele pe el; moale, ca 
o mana in care te pop sprijini. Un ceas pe soclul sobei canta la liccarc ora un cadril. Doua lazi 
vieneze ferecate cu benzi de metal p cu lacate mici, delicate, ascundeau in ele mistere de 
neimaginat. O oglinda vcnctiana, cu multe ornamentapi, acoperea un colt al camerei. Doua 
dulapuri - pe care le-am deschis- pline cu rufarie din cea mai fina, cred neintrebukpata, rochii, 
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multe rochii, fuste, bluze §i cateva blanuri peste care am trecut cu mana de parca ar fi fost 
claviatura unui pian”(Nedelcovici 1: 98). 

Casa Omului cu Lavaliera a fost initial o “casa a fericirii”, o dovedesc mobilele rafinate 
din interior dar §i spapul care o inconjoara : grajdul cu cai, fantana, livada cu meri, cai§i §i 
pruni, gradina cu flori. Dna Ruj inski e impresionata de axul fantanii, “locul acela tocit, §lefuit, 
innegrit de atatea maini la care se adaugau acum bratclc mele ce incercau sa opreasca 
alunecarea in adancuri “(Ibid: 102-103). So(ul ei ii arata, apoi, gleznele prea subtiri ale calului 
Zorin, cal de rasa, semn de dcgcneresccn(a, ca si pivni(a casei, in care o traversa de lemn, 
prabu§ita, aninata, pune in pericol intreaga casa, “ ca o corabie in care apa a intrat incet”( Ibid: 
104). “Casa tristejii” este deci o fosta casa “a fericirii”, decazuta iremediabil, intai din cauza 
pierderii energiei vitale a proprietarilor sai, apoi a asaltului Istoriei, a rasturnarii de regim, a 
instalarii comunismului, o lume “noua” cronofaga si asasina. 

Exista in evocarile Dnei Rujinski §i o casa “a bucuriei”, dar care dureaza foarte putin, 
cateva luni, pana la terminarea razboiului. Sufocata de morbiditatea casei batrancsti a sotului 
ei, eroina cauta si gase§te un loc de casa noua. Dincolo de o biserica, de o livada cu nuci, de 
gradina de flori inconjurata de lacuri mici, unde se gasea crescatoria de peste a sojului ei, Dna 
Rujinski se treze§te intr-un taram ca de basm, silcnpos, si nutrcstc brusc speranta ca acel loc il 
va salva de melancolie pe Omul cu Lavaliera. Dorinta ei se implincite, casa va fi construita, 
iar cuplul va cunoastc cateva luni de fericire. Facand gesturi simple, Dna Rujinski le confera o 
putere de transfigurare care e insa fragile §i iluzorie: ”Imi placea sa ud Horde din gradina (...) 
In goana mea alaturi de apa care curgea prin santurilc de pamant, aveam impresia ca intreaga 
rc(ca de canale reprezinta venele unei fapturi omene§ti iar eu aduceam sangele in (esuturile 
unei liin(c, credeam -sau mai bine zis voiam sa cred- ca hranesc trupul acelui barbat, ca de 
ficcarc data il faccam sa traiasca inca o zi, ca el exista numai pentru ca eu aduc apa florilor din 
gradina”( Ibid: 109). 

Dupa sfarsitul razboiului, Omul cu Lavaliera pleaca intr-o zi de acasa si nu se mai 
intoarce. Dna Rujinski comenteaza: ”il luasera cei care il a§teptasera ata(ia ani (...), il arestasera 
de pe strada pentru ca vremurile se rasturnasera, capatasera alta in(a(isarc, iar chipul lui cu 
lavaliera la gat nu mai avea ce cauta printre ei”(Ibid: 112). Declinul total §i definitiv al familiei 
si al casei se precipita: mor cele doua batrane, casa aluneca, lemnul fantanii crapa, povarna 
arde, livezile se usuca, calul Zorin isi rupe picioarele, fratele Omului cu Lavaliera devine 
caru(a§ si moare intr-un accident. Eroina devine muncitoare la o fabrica de conserve si accepta, 
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intr-un final, propunerea de casatorie a Dlui Rujinski. Ei vor locui intr-un subsol, intr-o camera 
impartita in doua de un dulap-paravan. Aceasta va fi “casa alienarii”, in care eroina, auzindu- 
si soful cazand pe scari, nu se duce sa ii sara in ajutor. Ea insa§i §tie ca nu mai are mult de trait 
iar ultima ei dorinfa este ca Petran sa pastreze ’’tabloul-mormant” si sa duca mai departe 
pove§tile pe care i le-a imparta§it pentru ca, spune ea, “doar prin legende ne cunoastcm, doar 
prin legende comunicam §i nu trebuie sa le pierdem”(Ibid: 117). 

In trilogia Somnul vame§ului personajul principal, Iustin Arghir, este exclus din Barou 
din cauza ca tatal sau face inchisoare politica. El munce§te noua ani pe §antiere si apoi incearca 
sa se reabiliteze. Iustin i§i viziteaza unchii si matu§ile care au ramas in vial,a pentru a afla cat 
mai multe despre familia lui, chinuit de intrebari: ”Eu cine sunt? incotro ma indrept? Ce 
reprezinta via(a mea in aceasta aventura umana numita Istorie? Ce rati unc o mi sea din umbra? 
Cat sunt de manevrat, ma pot elibera de sub apasarea ei? Cand voi afla voi fi liber!”(Ibid: 54) 
Incercand sa obtina o reabilitare a situafiei sale profesionale, Iustin Arghir locuicstc intr-o 
camera cu chirie, dintr-un imobil in care vecinii se spioneaza intre ei. Camera lui i se pare 
“straina” (Ibid: 23) si e mobilata amestecat: ”doua fotolii aduse de la parinfi, o vitrina 
transformata in biblioteca, o masa cumparata de la Consignafie- pe care se afla carti, cartoane, 
panze, creioane”( Idem), ceea e ii starncstc meditafii amare: ”deci eu, cu mana mea, n-am 
cumparat decat masa, pana la varsta asta n-am strans nimic, nu m-ar fi interesat o agoniseala 
stupida de obiecte, dar sa nu fiu nevoit sa o iau mereu de la inceput...” (Idem). Mai tarziu, cand 
va rcusi sa devina -pentru o vreme- judecator, va locui intr-un apartament de bloc, cu Dana, 
iubita lui bolnava, de care ii e doar mila, dar si cu Simion si Florica, doi “marginali” pe care ii 
cunoscuse in perioada santicrului. Casele maturitafii lui Iustin Arghir sunt case “straine” §i “de 
imprumut”. 

Exista in via(a familiei din care provine Iustin doua “case ale fericirii”: Casa cu lei, din 
ora§ul Campeni, §i casa de vara, casa de fara, de la Tintca. Ele sunt evocate de rudele varstnice 
ale lui Iustin, pentru ca Iustin insusi era prea mic atunci cand le locuise §i are pufine amintiri. 

Casa cu lei din ora§ul Campeni aparfinuse bunicului patem al lui Iustin, colonelul Ion 
Arghir. E o casa solida, imensa, situata central intr-un oras in care ghicim, sub numele de 
Campeni, de fapt, orasul Ploie§ti. Negustorul de cai si mai apoi de fier §tefan Orleanu e 
indragostit de aceasta casa de cum o vede §i cea mai mare dorinfa a lui e sa intre in posesia ei. 
I§i construie§te o pravalie, apoi o casufa chiar in fa(a Casei cu lei, iar ochii ii sunt atinti(i in 
pennanenfa asupra acesteia. Cu timpul, va prospera in afaceri §i, punand la cale o intalnire a§a- 
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zis intamplatoare intre fiica lui mai mare Irina §i IIul cel mare al col. Arghir, Andrei Arghir, el 
face totul pentru ca cei doi tineri -viitorii paring ai lui Iustin- sa se casatoreasca. Dat fiind ca 
averea mai boemului col. Arghir diminuase, in anii 30, dupa nunta, Orleanu cumpara Casa cu 
lei, lasandu-i la inceput sa locuiasca in ea doar pe tinerii casatorip §i pe o parte din familia 
Arghir. Pasiunea lui Orleanu fa|a de Casa cu lei exprima dorinta unui mic-burghez, ajuns 
bancher, sa dobandeasca si “pana§ul” specific marilor familii nobile, cum era cea a col. Arghir: 
’’Casa cu lei era prima suma de bani care nu-i aducea lui Orleanu niciun venit, i§i contrazicea 
un principiu pe care il respectase pana atunci cu strictc(c”(Ibid: 113), “poate a presimpt inaintea 
tuturor ca nu peste mult timp va trebui sa cedeze la randul lui, a§a cum cedase Arghir (...) Casa 
cu lei era pentru Orleanu-Fier inceputul sfanptului... atunci insa a fost fericit, cu adevarat 
fericit, dobandise “o casa frumoasa ca o muiere” (Ibid: 114). 

Iustin i§i aminte§te cum se harjonea in copilarie cu fratele lui, Alexandru, incalecand 
leii din piatra de la intrarea in casa si cum bunicul lor, col. Arghir, ii lua in biroul lui, adevarat 
sanctuar de bogatic si bun-gust:”...sala cu arme, canapeaua din piele cu speteaza rotunda si 
tintc aurii... ne povestea despre razboi, ne arata un desen si drumul pe care 1-a parcurs pe jos, 
nu intclcgeam prea mult dar il ascultam aten(i, simteam ca e o “istorie” adevarata. Scotea apoi 
dccora(ia din cutia neagra cu plu§ ro§u, citea mai intai in ruse§te, apoi traducea §i ne arata 
profilul (arului.(...) Apoi sarea la celalalt capat al lumii, ne vorbea despre locuitorii din 
America... iubea florile §i erapreocupat de indieni!”(Ibid: 124). 

Casa cu lei e martorul tacut al declinului unei familii largite, Arghir-Orleanu: primul 
care pleaca e George Arghir, care devine socialist, apoi col. Arghir pleaca cu fetele la casa de 
la (ara de la Tintca, iar in casa se muta Orleanu. Divortul parintilor lui Iustin duce la separarea 
celor doi frap, din care unul ramane cu tatal, iar celalalt cu mama. Liz afla ca e copilul din flori 
al lui Orleanu si ca, deci, nu se poate marita cu fratele ei, Bogdan. Bogdan Orleanu devine 
legionar §i va fi impu§cat chiar de ni§te legionari in curtea Casei cu lei, dupa ce parasise 
Miscarca. In fine, dupa razboi, Casa cu lei va fi nationalizata iar cei care au mai ramas din cele 
doua familii vor loeui numai in camere cu chirie, stramtorap, posesori doar a catorva obiecte 
din mobilierul rafinat de altadata al Casei. Prima “casa a fericirii” devine, astfel, “casa furata”- 
de stat, de noul regim. 

A doua “casa a fericirii” e casa tarancasca de la Tintca, evocata cu nostalgie de loti 
interlocutorii lui Iustin, fie ca e vorba de unchiul Trifon, de matu§a Liz, matusa Maria sau de 
cei mai tineri, care erau copii cand §i-au petrecut cateva veri acolo. Casa col. Arghir de la Tintca 
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este, in vremea ei de glorie, un fel de axis mundi pentru comunitatea locala: ’’Casa cea mare, 
Curtea, cum i se zicea, era a§ezata la o raspantie, pe un mic deal. Se putea zari de departe. Era 
un han, peste drum o brutarie, in celalalt coll un depozit de lemne si un loc viran pentru dejugat, 
folosit de cei care trageau la han.Uneori se instala pe acest loc cate un circ sau se tinea iarmaroc. 
Toate cele patru colturi apartincau lui Ion Arghir, i se spunea “Raspantia Colonelului” sau 
“Raspantia lui Arghir””(Ibid: 102). 

Casa aceasta boiereasca e descrisa ca un model de prosperitate §i soliditate a 
proprietarilor sai: ’’Casa avea o prispa lata de inconjura zidurile in trei pari) (...) Pe marginea 
prispei erau polije cu flori de mu§cata, de toate culorile. La mijloc se gasea cerdacul de care (i- 
am povestit. in interior era un culoar lung in care se deschideau toate usile camerelor: prima in 
dreapta era dormitorul batranului, apoi sala de arme, urma donnitorul Anei, celelalte camere 
ale fetelor, iar la urma sufrageria, bucataria si acareturile” (Ibid: 173). Ca si in cazul casei 
Omului cu lavaliera, din Ultimii, casa de la tara e inconjurata de un adevarat paradis natural: 
’’Toamna, pe prispa care inconjura casa, se strangeau gutuile §i merele domne§ti. Uneori 
batranul va lua pe amandoi de mana [pe Iustin §i pe Alex -nota aut., S.G.] si va plimba prin 
gradina, pe sub vi(a-de-vie.Voi ii cereaji cate un ciorchine, apoi alergaji la dudul din curtea 
pasarilor §i mancaji pana va innegreaji de la ochi pana la glezne”(Ibid: 172). 

Dupa moartea col. Arghir, fiica lui cea mare, Ana, care ii ramasese fidela, se muta la 
Bucurcsti, tolerata de rude, pentru ca nu mai poate incalzi o casa atat de mare, apoi se 
imbolnave§te, iar casa de la Tintca e praduita de una dintre fete, Elvira, §i de o prietena de-a ei, 
in cautare de “comori”. Cand Iustin face o vizita la Tintca, o gase§te pe fosta slujnica Voica, 
mahnita, si constata singur dezastrul: ’’Scrinul §i noptierele erau cu sertarele golite. Pe jos, 
cateva fete de perna, sculuri de lana, ciorapi, palarii vechi cu voaleta, in sfarsit, tot felul de 
lucruri aruncate de cel care luase in graba tot ce era mai de pre(. Pana si asternuturile de pe pat 
erau smulse, se vedea salteaua cu panza in dungi, urata, respingatoare. in vitrina in care Bobo 
[ col. Arghir -nota aut., S.G.] (inea decorajiile §i sabia, nu mai era nimic, doar cateva cutii cu 
plus ro§u, in care fusesera tacamurile de argint... O lampa cu picior rasturnata intr-un colt,, o 
statueta de porjelan sparta, pe covor cioburi...(...) Am traversat culoarul §i am intrat in salon. 
Cand am deschis usa, m-a lovit mirosul de (uica... butoias mic pe masa, langa el multe mucuri 
de (igara, farfurii murdare, pahare rasturnate, §ervete de olanda aruncate pe jos, scaunele 
rasucite, covoarele trase de sub mobila”(Nedelcovici II :206). Casa ii pare mai mica lui Iustin, 
iarba nu e cosita, iar lemnul prispei e crapat, dar nimic nu se compara cu “cosmarul”( Ibid: 206) 
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devastarii interiorului. Degrigolada morala a familiei se rasfrange astfel direct asupra casei de 
la Jintea, care, fa(a de ceea ce fusese candva, e nu doar lasata in paragina, cat mai ales maculata, 
batjocorita, asemenea unei fiintc vii. 

O “casa a tranzipei”, amestec de calm si nclinistc deja, e cea din strada Tabacari, din 
Campeni, iar o “casa a nefericirii”, a surghiunului, este cea de la Gura Vitioarei. in prima 
locuiesc Andrei Arghir impreuna cu fiii sai, Iustin §i Alex, imediat dupa razboi. Vizitand, la 
maturitate, casa, Iustin rcgascstc in primul rand mirosuri si obiecte:”mobila, tablourile, fosnetul 
focului, mirosul de gutui §i levanpca”(Nedelcovici 111:14). Dormind noaptea in odaia lui de 
altadata, Iustin se treze§te brusc, cuprins de sudori reci. Rctraicstc, astfel, vechi spaime cand, 
in ’48, auzea oprindu-se o ma§ina in fa(a casei, iar tatal sau era obligat sa le raspunda 
autoritaplor la intrebari, despre armele predate §i sa refuze de a-§i trada fratele si un camarad 
de razboi. Fara sa isi dea seama, Iustin ajuns la maturitate se leaga, atunci cand se culca, cu o 
batista la gura, a§a cum facea in copilarie, ca sa nu se mai trezeasca tipand de frica. in ’48, dupa 
cateva luni, autoritaplc ii fopeaza sa se mute imediat la Gura Vitioarei, intr-o casa parasita si 
daramata. Andrei Arghir, fost militar decorat, ca si tatal sau, nu mai are nici macar dreptul de 
a fi profesor. Repara insa zidurile §i acoperi§ul casei daramate si va locui acolo doi ani, 
trimitandu-^ii fiii la liceu in Campeni. Dupa doi ani, locuie§te din nou la Campeni dar in casa 
unor rude, “inghcsuip, cate trei in camera (...), pana in ‘59”(Ibid: 21). Ce e mai rau abia 
urmeaza: Andrei Arghir e dcnunpit §i ridicat intr-o noapte de Securitate. Dupa acest eveniment, 
Iustin incepe sa ppe noaptea iar Alex il invata sa i§i lege la gura o batista, ca sa nu ii mai 
trezeasca pe top. in casa din Tabacari, in fata costumelor militare ale tatalui sau, a fotografiilor 
vechi, a scrisorilor §i a altor obiecte dragi, Iustin se simte, in vizita lui de peste timp, “acasa”: 
“Am venit acasa pentru ca vreau sa §tiu ca am scapat de frica de atunci” (Ibid: 23). 

Mergand la Campeni §i revazand, dupa mulp ani, Casa cu lei, Iustin observa 
transformarile exterioare (pentru ca la interior nu are acces, casa fusese nationalizata): ’’Brazii 
au fost taiap, la fel §i salcamii din Padurea Alba... grajdurile sunt magazii, gradina cu meri e 
loc de parcare, leii de piatra sunt mai mici, mult mai mici decat ii stiam, si casa e mai mica, 
mult mai mica...’’(Ibid: 10-11). in lipsa mobilierului, a unor obiecte care sa insufle(easca pur 
si simplu cladirea, Iustin privcstc fatada falnicei pasiuni a lui Orleanu, bunicul sau matern, cu 
o instrainare trista:” Cu mainile in buzunare, cu umerii stranp de frig, se uita la zidurile 
co§covite de umezeala, Horde de §tuc, evantaiul de sticla de la intrare ce apara scara de ploi si 
ninsori (...), urmarestc cu atenpe fiecare detaliu, golit de orice sentiment, ca §i cum ar fi parcurs 
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pe jos acest drum numai pentru a privi o casa- §i atata tot”( Ibid: 11). Fosta “casa a fericirii”, 
rapita de stat, devine o casa complet “straina”. 

in consecinpi, casa Omului cu lavaliera, Casa cu lei si casa de la Jintea se prabu§esc 
mai intai din cauza decaden^ei familiilor in cauza, care Tsi epuizeaza energiile prea repede, care 
sunt minate din interior, apoi din cauza tavalugului Istoriei. 

Asa cum arata Bachelard, casa e “instrument de analiza a sufletului”, are “putere de 
integrare pentru ganduri, amintiri §i vise”, casa e “stare de suflet”, casa e “leagan” si “reveleaza 
o intimitate”. in romanele Ultimii si Somnul vame§ului, am vazut cum “locuri fericite”, 
subiecte de “topofdie” in perioada antebelica, devin adevarate “topofobii” odata cu rasturnarea 
de regim politic de dupa cel de-al Doilea razboi, in Romania. Iar in noua societate toji cei care 
au Incut parte din burghezia care a fost deposedata, umilita si/sau incarcerata sunt obligati sa 
i§i duca traiul in spatji “nefericite”, subiect de “topofobie”. Luandu-li-se casele, li se ia o parte 
foarte importanta din chiar identitatea lor. Devin umbre a ceea ce au fost candva, ca Trifon sau 
Liz, devin singuratici cautatori de adevar, devin chiar victime ale noii socictati, “vinovap iara 
vina”, ca Petran, Cristu sau Iustin Arghir. Frumuselea, dimensiunea si atmosfera dintr-o casa 
sunt nu doar formatoare pentru cei care traiesc in ele, ci imparta§esc destinul proprietarilor, 
fund revelatoare pentru o intreaga epoca, adaugand astfel o pagina considerabila la (re)scrierea 
(tardiva) a Istoriei. 
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Abstract: We cannot start an analysis of EM Remarque’s works without mentioning the artistic and 
social con text of the time. At the beginning of the twen tieth cen tury, bourgeois literature is overturned 
by the two world wars. Naturalism and realism are considered obsolete and their place is taken by 
expressionism, dadaism, futurism, abysmal psychology and absurd literature. On this very labile 
literary background, Remarque remains traditionalist, advocating humanitarianism, addressing the 
issue of human destiny in an upset society and in prostration. World War it is a test of the validity of 
social and moral values in all belligerent states. Opposing the war mystification, which was considered 
a regeneration of energies, able to give birth to heroes, Remarque creates a rational, humanistic and 
hostile to war literature. His novels constitute a plea for dignity, generosity, honesty, non -compliance 
with perversion of aesthetic values. But in some novels, the author just wants to be simple observer, 
trying a more detached literary style. Remarque 's characters remain dignified, their behavior even 
when defeated equals a victory : the one of dignity and humanity . 

Keywords: self-determination, dehumanization, modernism, humanitarianism, psychology 


Erich Maria Remarque (1898-1970) (pe numele sau adevarat Erich Paul Remark) §i-a 
inceput activitatea literara Inca de la varsta de 16 ani, scriind lirica §i diverse studii literare. Doi 
ani mai tarziu era recrutat in armata in batalionul de rezerva al regimentului infanterie 78, iar 
in anul 1917 face parte din compania recrutilor de pe frontul de vest, garda a 2-a de rezerva din 
Hem-Lenglet. Aceasta perioada petrecuta pe front avea sa-i marcheze viata si crca(ia literara. 
In urma unei rani, Remarque este retras din linia teatrului de razboi. Acest respire ii da sansa 
sa se concentreze pe scris. Renun(a la serviciu active si la toate decoratiile. Remarque o 
cunoaste pe Marlene Dietrich, diva de la Paramount Pictures. Intalnirea celor doi presupune un 
magnetism deosebit, urmat de o legatura ascunsa. In cele din urma, Remarque va fi distrus 
emotional de imaginea de sex simbol pe care Dietrich obisnuia s-o alisczc. In romanul Arcul 
de triumf (1945), Remarque se va referi prin intermediul naratiunii si a personajului feminin, 
la o asa-zisa legatura amoroasa avuta cu o actrita (se banuieste a fi Dietrich, cu toate ca se 
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presupune ca ar 11 fost implicat §i intr-o relate cu Greta Garbo). Dar romanul care 1-a consacrat 
In plan literar Pefrontul de vest nimic nou, a vazut lumina tiparului In 1929. Noutatea acestuia 
consta In devoalarea trairilor psihologice a oamenilor de rand care, ajunsi pe front, deveneau 
came de tun. Doi ani mai tarziu, In 1931, Remarque dedica osta§ilor intorsi de pe teatrul de 
razboi si incapabili sa se reintegreze In societate, un alt roman Intoarcerea de pe front. In 
1937, trilogia se Incheie cu publicarea romanului Trei camarazi, care are In vedere acccasi 
drama a osta§ilor rein torsi de pe front. Daca pana la Inceperea celui de-a Doilea razboi mondial 
Remarque a trait In Franca §i El vet)a, In 1939, emigreaza In America. Odata cu Incetarea celei 
de-a doua con(lagrapi, In 1948, prozatoml se relntoarce In Europa natala, locuind in Elvcpa. 
Iar in 1952 I§i publica romanul Soroc de viata si soroc de moarte in care expune ororile 
Germaniei hitleriste. Tot razboiului, dar de data aceasta primul razboi §i mai ales urmarilor 
economice ale acestuia, li sunt dedicate si paginile romanului Obeliscul Negru (1956). 
Activitatea sa literara ia sfar§it In 1962 cand tipare§te ultimul sau roman O noapte in 
Lisabona. Remarque este modernist prin stilul anticalofil, prin dezaprobarea desavarsirii dar §i 
prin vadita intcn(ic de a surprinde cititorul cu stilul sau care nu ocolea obsesivul, absurdul §i 
burlescul. Pefrontul de vest nimic nou coniine in motto-ul sau Insasi viziunea automlui asupra 
conflictelor armate care omoara nu doar fizic, ci si moral: “Cartea aceasta nu vrea sa fie nici 
act de acuzare, nici profesiune de crcdin(a. Vrea doar sa incerce sa infa(i§eze o gcncra(ic care 
a fost distrusa de razboi — chiar daca a scapat de obuzele lui.” Romanul a vazut tiparul prima 
data in noiembrie si decembrie 1928 in ziarul Vossische Zeitung pentm ca in ianuarie a 
urmatorului an sa fie publicat sub forma de roman. Urmarea acestui roman a fost Drumul 
inapoi, ambele avand aceea§i soarta: au fost interzise §i arse de nazi§ti. Un an mai tarziu cartea 
a fost ecranizata de catre regizorul Lewis Milestone si a ca§tigat un premiu Oscar. Folosirea 
persoanei Intai sporeste gradul de autenticitate. Tonul auctorial vine sa dubleze claritatea 
descrierilor pentm a crea un tablou sinistru. Intreaga cxpcricnta traumatizanta a razboiului este 
descrisa prin intermediul personajului central, Paul Baumer: “Pentm mine, frontul e o valtoare 
halucinanta. Chiar cand esti departe de centml ei, in ape linistitc, li simti puterea aspiratoare ce 
te atrage, incet, inevitabil, fara putin(a de Impotrivire.” 1 De fapt, acest roman i-a atras §i 
autoexilarea. Aparatul de propaganda a lui Goebbels i-a interzis romanele. 

Pe frontul de vest nimic nou nu este o simpla descriere a ororilor razboiului, el se 
constituie §i In romanul “generapci pierdute”, distruse de conllagra(ia mondiala. Adolescenti 


1 E.M. Remarque, Pefrontul de vest, nimic nou , Editura pentru literatura, 1965, p. 46 
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care abia incepeau viata ajung sa cunoasca indeaproape moartea, plonjand in abisul deznadejdii 
si al luptei pentru supravietuire. Accsti tineri ce nu aveau inca radacini, traiesc razboiul nu doar 
ca pe o rupere de trecut dar si ca o intrare intr-un viitor in care nu aveau nimic la care sa spere. 
Prin intermediul lui Paul Baumer, personajul narrator, aflam ca in spatele comunicatelor 
militare seci oamenii mor in chinuri, moartea imbraca multe fonne: obuze, schije, pu§ti, 
mitraliere, grenade, tancuri sau gaze toxice si isi gase§te victimele oriunde. Singura §ansa de 
supravietuire este reintoarcerea la conditia de animal, in care ascutimca simturilor poate face 
difcrenta intre viata §i moarte. Doar ignorand ororile din jur, doar dorind in mod egoist sa 
supravictuicsti poti sa treci prin acest calvar. Razboiul ii ofera lui Baumer doar moarte si 
suferin|a, atrofierea sentimentelor umane §i caderea in starea animalica. Razboiul reduce 
personalitatea la o suma de aptitudini specifice instinctului de conservare. Dar chiar §i a§a, 
razboiul nu poate atrofia respectul pentru viata. Baumer, condus de instinctul de supravictuirc, 
ucide un francez. Agonia acestuia ii trczcstc sentimente sfa§ietoare si incearca sa lupte 
impotriva inexorabilului. Tema razboiului il aduce pe Remarque mai aproape de expresionism, 
dar, spre deosebire de reprczcntantii acestui curent ce apeleaza la imagini grote§ti, autorul nu 
aglomereaza datele romanului cu fapte ci i§i atinge scopul prin redarea unor detalii 
semnificative. 

Sunt descrise in detaliu lini§tea aparenta intre batalii, amcnintarca artileriei, lupta de a 
gasi mancare si lupta continua pentru supravictuirc. Soldatii sunt descri§i ca Hind imbatraniti, 
stor§i din punct de vedere emotional §i zguduiti. Paul merge acasa in premisie, ceea ce ofera 
cititorului o perspectiva mai clara asupra ravagiilor facute de campul de lupta asupra psihicului 
personajului. Desi ora§elul din care plecase nu s-a schimbat, personajul II percepe ca pe o lume 
straina. intors pe front, Baumer prezinta cititorului viata pe care o due prizonierii rusi ce se afla 
In lagarul de langa baracile soldatilor nemti. In curand insa regimentul lui este transformat in 
divizie volanta, menita sa fie trimisa oriunde. Vizitati de Imparat, soldatii isi pun intrebarea 
daca acest razboi chiar are vreun inteles. intorsi in linia intai ororile razboiului li se dezvaluie 
cu mai mare claritate. Baumer descrie cu groaza prima crima pe care o face cu propriile sale 
maini. in timp ce grupul sau ajuta la evacuarea unei localitati, Baumer §i Kropp, prietenul sau, 
sunt raniti. Ajunsi in spitalul ambulant groaza devine mai mare, operable sunt mai degraba un 
abator, intors pe front cunoscutii lui cad rand pe rand: Berger e ranit, Detering incearca sa 
dezerteze si este prins, Muller, Bertinck, Kat mor. insu§i Baumer moare intr-o zi de octombrie 
in 1918, intr-o zi in care comunicatul oficial suna sec: ”Pe frontul de vest nimic nou.” Concluzia 
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este ca vial,a unui adolescent nu inseamna pentru marea ma§inarie de razboi insetata de sange. 
Romanul face parte din categoria bildungsroman-ului (in germana insemnand “roman de 
educate”) prezentand modelarea psihologica, morala si sociala a personajului central. Acest 
proces de maturizare este unul lung §i gradual, presupunand mclestari intre aspiratiilc 
protagonistului §i ordinea sociala, amintind de conceptul freudian al placerii versus realitate. 
in cele din urma valorile spirituale ale protagonistului sunt infrante de societate. Temele 
principale ale romanului sunt criza “gcncratici pierdute”, razboiul (din acest punct de vedere 
apropierea operei lui Remarque de expresionism este evidenta), consecinja dezumanizanta a 
razboiului asupra pcrsonalitapi, apararea demnitatji umane si a omeniei chiar §i in cele mai 
vitrege situafii. 

Pentru a ajunge la rezultatul literar scontat, autorul face uz de o multitudine de metode 
retorice precum personificari, metafore, eufemisme, antiteze, intrebari retorice, hiperbole, 
onomatopee §i alitcratii. Aceaste acumulari de forme stilistice vin sa intregeasca tabloul sumbru 
fie al viejii pe front, fie al existen(ei precare in societatea bantuita de urmarile acestuia. 

intre opera si via|a autorului se pot stabili similitudini, ceea ce dovcdcstc ca scrierile 
sale reflecta cautarea continua a drumului spre adevar. Tragedia poporului german tarat in 
razboaie nefaste, ororile nazismului §i propria lupta impotriva “noii ordini” il vor inspira si se 
regasesc in toate romanele sale. Stilul sau, de§i necircumscris vreunui curent literar, a primit 
in(luentc naturaliste si expresioniste (mai ales in romanele de debut literar) si chiar ale esteticii 
“noului roman” (Cerul nu are favorifi ), Remarque ramanand lotusi un aparator al romanului 
clasic. 

Ludwig Bodmer, personajul central din Obeliscul negru, locuitor al unui mic oras 
provincial Werdenbruck, lucreaza la o firma de pompe funebre §i, pentru a-§i rotunji veniturile 
modeste, in timpul liber profeseaza ca meditator pentru §i organist la biserica unui sanatoriu. 
Incapabil sa se adapteze societal)i post-belice, personajul increarca sa-si gaseasca refugiu in 
dragostea fizica alaturi de doua dansatoare. Parasit de acestea, i§i indreapta atenjia catre o 
schizofrenica din sanatoriu. Daca naratiunc nu uiincite prin evenimente, ceea ce starne§te 
atcntia este, in cazul acestui roman, acuitatea descrierilor viejii in perioada de restri§te 
economica si caracterizarea personajelor. Cei care sufera in timpul perioadei de inflate sunt 
cei care si-a aparat (ara. Romanul se constituie totodata intr-o diatribe la adresa national- 
socialismului care incepe sa prinda teren pe fondul ncmultumirii populapci pauperizate. 
Panorama a existenjei mizere, economic si psihologic, Obeliscul negru degaja un putemic 
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sentiment de revolt impotriva razboiului si a urmarilor sale intr-o societate din ce in ce mai 
corupta. 

Arcul de triumfwabina ororile razboiului cu o frumoasa poveste de dragoste intre un 
chirurg care a reu§it sa scape dintr-un lagar de concentrare si s-a refugiat in Franca, Ravic, si 
Joan Madou. Inevitabil, apartinand unor lumi diferite, relatia lor este sortita e§ecului. §i in 
romanul Trei camamzi, vial,a se reduce la un simplu trai de pe azi, pe maine: “Existen|a se 
redusese, intr-unmod infiorator, la lupta meschina pentru supravic(uirc. (...) via(a devenise 
prea murdara ca sa incapa in ea fericirea.” 2 Acest roman schimba perspectiva. De§i continua 
formula narapunii auctoriale, de aceasta data ac(iunea se concentreaza asupra frumoasei 
pove§ti de dragoste intre o bolnava de tuberculoza §i un supravietuitor al transcelor razboiului. 
Remarque se incadreaza tradipei umaniste antifasciste in literatura germana ce ii avea ca 
reprezcntanp pe Thomas si Heinrich Mann, Bertold Brecht, Johannes Becher §i altii. Proaspat 
zdruncinata dupa sfarptul primei conllagrapi, literatura europeana a acelei perioade alege cu 
precadere tema razboiului. Alaturi de romanul lui Remarque mai putem aminti opera lui Gunter 
de Bruyn, Diter Noll §i Gunter Hofe. 
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Abstract: One of the most efficient ways of analysing the creation of a musical work with all it implies 
— music, text, setting - represents the careful observation of the direct collaboration between composer 
and librettist. In case of Giuseppe Verdi’s Otello, this is reflected in the personal correspondence 
between the two artists, Giuseppe Verdi and Arigo Boito, respectively. Not only do the letters reveal the 
professional progress, but they also portray the personal relationship between the two during their 
work, reflecting the transfomations the text undergoes from Shakespeare to opera libretto. 

The present paper focuses on the libretto of Giuseppe Verdi’s Otello from a literary perspective, taking 
into accoun t the dynamics of the letters exchanged by the librettist and the composer and their role in 
accomplishing the artistic creation. 

Keywords: Otello, libretto, Verdi, Boito, correspondence 


Una dintre cele mai eficiente metode de analiza a etapelor plasmuirii unei compozitii 
muzicale cu tot ce cuprinde ea - muzica, text, regie, scenogralic - o reprezinta observarea 
atenta a colaborarii directe dintre compozitor si libretist. In cazul operei Otello , aceasta este 
reflectata in corespondenta intima dintre cei doi, respectiv Giuseppe Verdi (1813-1901) si 
Arrigo Boito (1842-1918). Epistolele sunt cele care dezvaluie atat interactiunea profesionala, 
cat si relatia personala dintre cei doi colaboratori, oglindind astfel toate transfonnarile prin care 
a trecut textul Shakespearian pentru a ajunge libret de opera. In parteneriat cu muzica, acesta 
da nastere unei capodopere ce nu inceteaza sa incante. 

Lucrarea de fata isi propune sa priveasca libretul operei Otello (1887) de Giuseppe 
Verdi din perspective literara, luand in considerare dinamica scrisorilor redactate de libretist si 
compozitor precum si rolul corespondentei dintre cei doi in desavarsirea creatiei. Colaborarea 
pe care a avut-o Verdi cu Arrigo Boito este practic o reprezentare a unei relatii de referinta 
intre compozitor si libretist, in care se remarca atat un dialog profesional ce construieste treptat 
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un libret de o valoare si frumusete rare, cat si o legatura de prietenie ce va marca intreaga istorie 
a operei. Este putin cunoscut faptul ca spectacolul de opera, asa cum ni se prezinta pe scenele 
marilor teatre lirice, se naste prin efortul a doi artisti, compozitorul si libretistul, cu o implicare 
masiva din ambele parti. Corespondenta lor a fost publicata in 1978 in volumul Carteggio 
Verdi-Boito de catre Instituto di Studi Verdiani, Parma, iar editia in limba engleza a aparut sub 
titlul The Verdi-Boito Correspondence, Hind pregatita de William Weaver si publicata la The 
University of Chicago Press in 1994. Peste 300 de scrisori redactate pe parcursul a douazeci de 
ani ilustreaza epoca in care acestia au trait si creat, cutumele artistice ale vremii, precum si 
viata oamenilor de cultura din ultimii ani ai secolului al XlX-lea. Cel mai important aspect 
insa, din prisma cercetarii operei Otello, este ca acest schimb de epistole ofera o noua 
perspectiva asupra libretului adaptat dupa piesa shakespeariana prin patrunderea in insasi 
mecanismul de creatie. Editorul volumului remarca dinamica extrem de alerta a scrisorilor: 
„Cititorul de azi este in mod inevitabil surprins de rapiditatea sistemului postal italian al 
secolului trecut si de punctualitatea trenurilor. Verdi si Boito isi puteau scrie frecvent si 
primeau raspunsuri prompte; prin urmare, scrisorile creeaza uneori sentimentul unor 
conversatii, acele conversatii libere intre parteneri apropiati, in care o clipa de barfa poate fi 
urmata de cele mai profunde intuitii ale artei pe care o impartasesc.” 1 Prin publicarea acestor 
adevarate comori, cititorilor le este ingaduit sa patrunda intr-o lume care nu le era destinata, in 
intimitatea celor doi - pe care arareori o impartaseau cu altii - o lume care dezvaluie insa, 
treptat, particele din sufletul lor daruit artei, pasiunea cu care lucrau si, nu in ultimul rand, 
admiratia pentru Shakespeare si responsabilitatea imensa fata de literatura pe care o 
„interpretau” sau „comentau.” Abordarea lor contribuie la faptul ca libretul operei Otello nu 
este doar un suport textual pentru muzica, ci reprezinta o creatie literara in sine. 

Notiunea de libret este mai rar analizata din perspectiva literara, datorita 
caracteristicilor ce definesc libretul de opera: un gen aflat la granita dintre muzica si literatura. 
Si totusi, primii creatori de librete au fost scriitori si poeti celebri, iar cele dintai texte destinate 
punerii pe muzica se publicau in brosuri, asemeni pieselor de teatru. Caracterul libretului a 
variat in functie de evolutia genului muzical liric, iar atunci cand opera a ajuns la apogeu, cei 
care se ocupau de crearea si prelucrarea textelor erau libretisti profesionisti. Cercul se inchide 
in zilele noastre cand, din nou, scriitori consacrati preiau sarcina de a crea sau adapta texte 
pentru opera. 


1 William Weaver, ed.. The Verdi-Boito Correspondence, The University of Chicago Press, Chicago, 1994, p. xi 
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Majoritatea dictionarelor in care se regaseste notiunea de libret, in sensul de text al unei 
opere muzicale, mentioneaza caracterul literar al acestuia. Dictionarul de termeni muzicali il 
defineste ca fiind „textul literar al unei opere, operete, balet, cantata, oratoriu. [...]. Tematica 
foarte diversa oglindeste in tot lungul istoriei gustul literar al timpului. Libretul este un gen cu 
o estetica proprie si nu trebuie judecat dupa criterii pur literare.” in Dictionarul de terminologie 
literara, libretul este „textul unei opere (ca gen muzical). Multe librete au fost realizate prin 
prelucrarea unor creatii celebre apartinand marilor scriitori.” Dictionnaire de la musique 
defineste libretul ca fiind „o opera literara in versuri sau in proza destinata spre a fi pusa pe 
muzica in vederea compunerii unei opere, opera buffa, opera-comique, opereta sau balet”. in 
The New Grove Dictionary of Opera „termenul de libret si-a extins sensul din cel literal de 
brosura pentru a denota continutul literar al unei opere, nu doar existenta fizica separata a 
acestuia. [...] Libretul, asemeni textului unei piese de teatru, poate fi considerat literatura”. 

Caracterul literar al libretului este subliniat si de numerosi autori care s-au ocupat cu 
studierea acestuia. „Creatia de opera reprezinta aspecte ale conditiei umane in moduri in care 
alte arte nu o fac. Astfel, operele sunt importante nu pentru ca ni se par frumoase, ci pentru ca 
ne misca, ne infioara sau ne inspira si pentru ca intr-un fel ni se par adevarate. [...]. Daca ne e 
greu sa gasim cuvinte in care sa exprimam astfel de reactii, inseamna ca impartasim propria 
relatie profund complicate a operei cu limbajul, fara de care opera nu e altceva decat o vocaliza 
extinsa. Muncind cu limbajul, impotriva acestuia, prin el si dincolo de el, opera e legata de 
text” afirma William Germano in studiul Reading at the Opera publicat in 2010. 2 

Libretul operei Otello ilustreaza aceasta descriere prin subiectul ales si prin maniera in 
care acesta a fost pus pe muzica. Nu multi compozitori s-au incumetat sa-1 adapteze pe 
Shakespeare, stiind ca atunci cand sunt prelucrate, versuri de o mare profunzime isi pierd 
valoarea. Boito remarca intr-una din scrisori: „Opera este ultima moda in muzica; Shakespeare 
este ultima moda in drama muzicala. Semne impresionante! Oare arta are acum acces la 
Shakespeare? Foarte bine, atunci inseamna ca arta este inaltata. Munca mareata este potrivita 
doar marilor forte; doar vulturul tanjeste sa atinga varfurile Alpilor. Daca astazi drama 
muzicala indrazneste sa se atinga de Shakespeare, este un semn clar ca in ziua de azi drama 
muzicala este demna de Shakespeare.” 3 Inainte insa de a le darui propria incarcatura, inainte 
de a-si proiecta viziunea asupra piesei marelui dramaturg, cei doi artisti 1-au ascultat si citit cu 

2 William Germano, „Reading at the Opera”, University of Toronto Quarterly, Summer 2010, Vol. 79 Issue 3, 

2010. p. 882 

3 W. Weaver, op.cit. p.xxiii 
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ardoare, 1-au inteles, 1-au trait cu fiecare vers si astfel au reusit sa inalte drama prin intermediul 
muzicii. Poezia piesei nu se pierde ci se regaseste in subtextul muzical, in dramaturgia operei, 
in timbre si nuante vocale ori in instrumentatie. intr-una din scrisorile adresate lui Boito, Verdi 
compara originalul Shakespearian cu trei traduceri pe care cei doi le foloseau in paralel in 
adaptarea libretului. Modul de lucru observat in acest schimb de scrisori este reprezentativ 
pentru intreaga lor colaborare 4 . Prima traducere este varianta franceza a lui Hugo, iar celelalte 
doua sunt in italiana (Maffei si Rusconi). Temeinicia cu care abordeaza textul nu se rezuma la 
prelucrarea fiecarui detaliu in parte, ci dovedeste o perceptie de ansamblu, o grija pentru 
pastrarea miezului, a fondului afectiv al piesei. Parcurgerea variantelor consultate de catre 
Verdi este graitoare: „Draga Boito, pentru cele trei versuri scrise de curand am consultat 
originalul: For, sir, were I the Moor, I would not be logo (De-as fi maurul, n-as mai fi Iago 
tr.n.). Hugo spune la fel: Si j’etais le More je ne voudrais pas etre Jago (Daca as fi maurul, li¬ 
as vrea sa fiu Iago tr.n.). De asemenea, in traducerea Maffei: ... Quand’io potessi 
transformarmi nel Moro essere un Jago gia non vorrei ... (Cand as fi pututsa ma transform in 
maur, n-as mai vrea sa fiu un Iago tr.n.). Prin urmare, traducerea Rusconi nu e corecta ... cu 
toate astea, nu mi-a displacut: Vedermi non vorrei d’attorno un Jago (Nu as vrea sa vad in 
preajma mea un Iago tr.n.).” Raspunsul lui Boito e edificator cu privire la alegerile pe care 
muzicienii le-au facut in prelucrarea textului literar: „Draga Maestre, ceea ce urmeaza sa scriu 
aduce a blasfemie: prefer propozitia lui Rusconi. Exprima lucruri mai mari decat textul. 
Dezvaluie pizma lui Iago, buna-credinta a lui Otello si anunta ascultatorului o intreaga tragedie 
a capcanelor. Pentru noi, care am renuntat la scene le minunate care au loc in Venetia unde sunt 
ilustrate toate aceste sentimente, fraza lui Rusconi este foarte utila. Fidelitatea unui traducator 
trebuie sa fie foarte scrupuloasa, insa fidelitatea celui care ilustreaza cu propria-i arta o lucrare 
dintr-o alta arta poate fi mai putin scrupuloasa, in opinia mea. Datoria traducatorului e sa nu 
schimbe litera, misiunea ilustratorului e sa interpreteze spiritul; primul e un sclav, al doilea e 
liber. Fraza lui Rusconi este infidela, iar acest lucru reprezinta o greseala pentru traducator; 
insa se incadreaza destul de bine in spiritul tragediei, iar ilustratorul trebuie sa foloseasca 
calitatea de fata in avantajul sau. Urmand acest rationament, ajungem la urmatoarele rezultate: 
Adoptand eroarea lui Rusconi suntem de partea dreapta. Sugerez sa rezolvam in acest mod 
problema constiintei pe care ai ridicat-o in scrisoarea ta de azi.” 5 Fraza aleasa nu reproduce 

4 Dupa fmalizarea operei Otello, Verdi si Boito au mai colaborat pentru ultima opera compusa de Maestru, 
Falstaff. Libretul a fost adaptat de Boito dupa trei comedii shakespeariene. 

5 W. Weaver, op. cit. p.101 
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textual originalul, insa este incarcata de tot ce reprezinta Iago, iar prin sintetizarea versului 
initial, libretistul o poate folosi in conturarea personajului sau. in procesul de adaptare textul 
sursa trebuie redus, din moment ce cantatul ia mult mai mult decat vorbitul, iar in libret este 
pastrata doar esenta, aspectele lipsa fiind inlocuite prin mijloace specifice artei sunetelor. Cu 
toate acestea, chiar daca numarul actelor sau al scenelor este diminuat, creatia artistica rezultata 
este impregnate de sensul initial al piesei literare de la care a pornit. Dar pana sa se ajunga la 
acest rezultat, au fost necesari ani de munca si implicare, intr-un parteneriat artistic dinamic, 
complex si fermecator in acelasi timp. 

Corespondenta propriu-zisa dintre compozitor si libretist incepe in decembrie 1879. 
Pana atunci, pe parcursul mai multor ani, editorul operelor lui Verdi si prieten foarte apropiat 
al acestuia - Giulio Ricordi - incercase prin diferite metode sa-i puna in legatura pe cei doi, 
insa fara succes. Cu toate acestea, dupa ani de tatonari si insistente, Ricordi isi vede visul 
implinit, fiind cel care reuseste sa armonizeze cele doua personalitati remarcabile, insa atat de 
diferite. Cu tenacitate, rabdare si insistenta, el ii reuneste pe cei doi in proiectul care se va 
dovedi un mare succes in lumea intreaga - Otello - ramanand la fel de iubit si apreciat odata 
cu trecerea timpului. Intr-o scrisoare trimisa de catre libretist Casei de editura Ricordi, el spune: 
„Tocmai pregatesc ciocolata.” (lv) De altfel, in dialogul dintre artizanii operei, Otello apare 
sub nenumarate apelative, titlul - initial Jago - este schimbat pe parcurs, iar notele amuzante 
sunt prezente de ambele parti 6 , insa, inainte de a-1 cuceri pe „Maestro” (cum i se adreseaza 
Boito de cele mai multe ori), libretistul corespondeaza cu editorul pe tema noului proiect. Din 
tonul si continutul scrisorilor sale pe aceasta tema reiese dedicatia si implicarea totala in 
proiect: „Cred ca am gasit o forma care va servi in mod admirabil textul Shakespearian si 
ilustratorul sau muzical!...” (lvii). Timp de mai multe luni „comploteaza” cu Ricordi pentru a- 
1 convinge pe Verdi sa accepte proiectul, cu o grija continua de a prezenta un proiect demn de 
marele compozitor, dar si cu responsabilitate fata de dramaturg, straduindu-se sa urmeze si sa 
condenseze ideile lui Shakespeare: „Nicio alta initiativa din viata mea nu mi-a cauzat agitatia 
si nelinistea pe care le-am simtit in aceste lunide lupta intelectuala si fizica.” (lxi) Iar toate 
aceste eforturi au fost rasplatite, dupa cum remarca unul din biografii lui Verdi: „Mai mult 


6 Boito ii mai scrie lui Ricordi: „Voi veni in curand sa te vad, cu ciocolata fierbinte si gata ... si cat de multumiti 
vom fi! ...” Iar editorul remarca intr-o scrisoare adresata sotiei lui Verdi - Giuseppina - implicata si ea in 
complotul celor doi: „Prin urmare ciocolata fierbe, fierbe, fierbe! ... La fel si eu! ...! (W. Weaver, op.cit. p.lxiii) 
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decat miile de cuvinte din partea lui Ricordi, a fost sinceritatea transparenta si dedicarea 
dezinteresata a lui Boito care au fost hotaratoare in cele din urma.” 7 

Printre obstacolele pe care Ricordi le avusese de depasit se afla in mod special 
independenta artistica a celor doi: pe de o parte Verdi, marele compozitor recunoscut si 
apreciat, insa prea implicat in redactarea libretelor, iar pe de alta parte Boito, poet si muzician 
deopotriva. 8 Colaborarea lor incepe in momentul in care Verdi primeste de la Ricordi libretul 
operei Otello pentru a-1 pune pe muzica. Un aspect interesant in aprecierea relatiei dintre 
muzician si scriitor si a evolutiei acesteia in timp este redat de modul in care sunt adresate si 
apoi semnate aceste scrisori. Daca la inceput se remarca o admiratie pana la limita devotiunii 
din partea libretistului, cu timpul, acesteia i se adauga caldura unei prietenii profunde. Primele 
scrisori incep fie cu llustre Maestre, fie simplu Draga Maestre, Dragul meu Maestru. 
Incheierile cuprind o paleta larga de tenneni, Hind foarte diversificate: in a declar al dvs. cel 
mai devotat, Arrigo Boito', multe, multe salutari sotiei; salutari cordiale; salutari din inima; o 
strangere de mana afectuoasa, salutarile mele cordiale casei Saint’Agata si dragilor ei 
locuitori, etc. adaugand uneori scurte note - Intotdeauna sunt fericit cand pot sa va produc 
satisfactie sau Va rog, nu ma menajati si puneti-ma la treaba; atunci cand lucrez pentru dvs. 
sunt fericit. Verdi se adreseaza aproape mereu cu Draga Boito, semnand de asemenea folosind 
numeroase expresii, de la cele neutre la unele incarnate de afectiune: al tau, cu caldura; o 
strangere de mana afectuoasa; Peppina te saluta, iar eu iti strang mana, etc. 

Prima scrisoare adresata lui Verdi afirma pozitia pe care libretistul si-o va asuma pe 
parcursul colaborarii artistice dintre cei doi: „Ilustre Maestre, trimitandu-va certificatul de 
proprietate asupra libretului operei Otello, as vrea sa va spun din nou ca penita mea va fi in 
intregime la dispozitia dvs. pentru orice retusuri pe care le-ati considera necesare in textul 
operistic mentionat mai sus. Fericit si mandru de a-mi li putut asocia, in aceasta clipa, numele 
cu gloria dvs., ma declar, al dvs. cel mai devotat, Arrigo Boito.” 9 Verdi nu va ezita niciodata 
sa se foloseasca de aceasta ardoare de a fi slujit, dupa cum se remarca din numeroasele sale 
interventii in textul lui Boito. In acelasi timp insa, ii semnaleaza acestuia fiecare schimbare pe 
care doreste sa o faca, se sfatuieste cu el in privinta modificarilor aduse si impreuna dau 
marturia unui proces de adaptare ce priveste mereu la intentia dramaturgului si la mesajul 
poetic. Boito afirma „Toate acestea au fost in mintea lui Shakespeare, toate sunt evidente in 

7 F. Walker, The Man Verdi, Chicago: University of Chicago Press, 1982, p.475, citat in W. Weaver, op.cit. p.lxii 

8 vezi W. Weaver, op. cit. xxxvii 

9 W. Weaver, op. cit. p.3 
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munca noastra,” iar Verdi raspunde: Spune tot ce e necesar sa spui si asigura-te ca totul este 
explicat” 10 . 

De altfel, un fapt important descoperit prin parcurgerea corespondentei este masura in 
care Verdi intervine in textele operelor pe care le compunea. Se stie ca Maestrul se implica 
activ in tot ce tinea de creatia spectacolului de opera, „Verdi isi subjuga libretistii ideilor sale 
privind dramaturgia, redactand el insusi structura dramaturgica a operei, scena cu scena, 
stabilind conceptele poetice. El considera astfel ca datoria libretistului era doar de a traduce 
aceste concepte in versuri potrivite pentru a fi puse pe muzica. [...] Prin urmare, compozitorul 
a ocupat de fapt teritoriul libretistului, afirmandu-si autoritatea asupra intregii fauriri a unei 
opere. Poetul devenea un simplu versificator.” * 11 Verdi ii scrie unuia dintre libretistii sai: 
„Trebuie sa-ti marturisesc sincer (si haide sa ramana un secret si vorbesc serios cand spun un 
secret) ca din moment ce noi doi suntem atat de departe unul de celalalt si pentru ca s-ar putea 
sa am nevoie uneori de modificari in metrica sau exprimare, sau sa tai din text, [...] trebuie sa- 
mi dai libertatea sa fac astfel de retusuri dupa cum consider de cuviinta, totusi, intotdeauna cu 
permisiunea ta.” 12 Trebuie sa fi fost foarte greu pentru un libretist ca, pe langa toate 
constrangerile temporale, muzicale si de alta natura, sa fie supus si constantei interventii a 
compozitorului asupra muncii sale, in urma discutiei cu mai multi scriitori contemporani care 
s-au dedicat redactarii de librete de opera, Corinne Desportes remarca: „Libretul de opera e un 
gen destul de coercitiv, pentru ca e destinat a fi pus pe muzica si scos pe scena. Scriitorii care 
compun librete dau marturie despre o experienta literara speciala.” 13 Marc Blanchet, poet si 
libretist francez, considera redactarea de librete ca o experienta deosebit de constrangatoare: 
„Marc Blanchet agreeaza sonoritatea cuvintelor si puterea lor de evocare, insa, pentru a scrie 
un libret, trebuie sa se limiteze in alegerile pe care le face, sa nu exprime prin intermediul 
textului nimic din ceea ce muzica a exprimat deja, din contra, sa se dedice servirii actiunii cu 
termeni succinti care, alunecand in partitura, nu-i perturba ritmul. E o munca de precizie, de 
rigoare, cautarea unei scheme care sa duca la regasirea virtutilor masurii si ritmului.” 14 Marele 
avantaj al lui Boito a fost faptul ca era in acelasi timp si muzician si literat. Prin urmare, ceea 
ce initial aparea ca o mare piedica in relatia dintre cei el si Verdi 15 , s-a dovedit in cele din urma 

10 W. Weaver, op. cit. p.55 

11 W. Weaver, op. cit. p.xiv 

12 W. Weaver, op. cit. p.xiv, nota 1 

13 Corinne Desportes, „Le livret d’opera, une affaire d’ecrivain” in Magazine litteraire, no. 451, 2006-03, p.10 

14 C. Desportes, op.cit., p. 13 

15 „Boito era un poet inzestrat, insa este mai important faptul ca, inca de la inceputul carierei sale, nu a facut niciun 
secret din profunda sa devotiune fata de reinnoirea teatrului muzical, iar una dintre cerintele acestei reinnoiri era 
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a fi cheia succesului acestei colaborari. La inceput de drum, viziunea lor diferea considerabil. 
Ceea ce i-a unit pe cei doi si a condus la capodopera de care ne bucuram si astazi in intreaga 
lume este reverenta fata de Shakespeare, consideratia fata de fiecare vers din Othello si grija 
pentru fidelitatea fata de piesa, nu atat textual, cat mai ales in privinta ideilor, a mesajului, a 
subtextului care se va regasi in muzica. 

W.H. Auden, libretist american si unul dintre cei mai cunoscuti scriitori ai secolului al 
XX-lea, a studiat ecartul existent intre versurile unui poem si cele ale unui libret. In viziunea 
lui, „poezia e prin excelenta un act de reflectie, un refuz de a se multumi cu exprimarea 
emotiilor imediate pentru a intelege natura a ceea ce este simtit. Din moment ce muzica are in 
esenta un caracter imediat, rezulta ca versul unui cantec nu poate fi poezie.” Prin urmare, in 
cadrul muzicii nu poate fi vorba de jocuri de cuvinte sau ambiguitati, iar pentru ca muzica este 
in continua miscare, ascultatorul nu se poate opri sa mediteze la cuvintele pe care le-a auzit. 
„0 metafora complicate [...], pentru a fi intclcasa, are nevoie de mai mult timp decat ii poate 
acorda muzica.” Pe de alta parte, doar o mica parte din cuvintele cantate sunt intelese, prin 
urmare subtilitatile literare nu-si au rostul. Din contra, Auden considera ca unele cuvinte trebuie 
repetate de mai multe ori pentru ca acestea sa fie percepute cel putin o data. 16 Astfel, Verdi si 
Boito nu fac altceva decat sa transpuna in continutul muzical, din piesa originala, tot ceea ce 
nu poate fi exprimat in libret. Prin condensarea ideilor pe cele doua planuri - literar si muzical 
- exprimate concomitent, exprima intregul fond afectiv al piesei originale. 

Un alt exemplu in acest sens il reprezinta aria lui Iago, Credo. Acesta nu se regaseste 
in Othello, insa reuneste elemente din solilocviile personajului si intruchipeaza atat de bine 
ticalosia lui, incat lui Boito i se iarta indrazneala de a fi introdus un pasaj aparent fara legatura 
cu piesa originala: „Imi amintesc ca nu erai multumit cu scena lui Iago din actul al doilea [...] 
Am sugerat ca voi scrie un fel de Credo Infam [...] Uite cate rautati 1-am facut sa spuna!” Verdi 
este in acord deplin, intelegand subtilitatile: „Acest Credo e foarte frumos: extrem de putemic 
si Shakespearian in toate sensurile.” 17 

Atat desfasurarea evenimentelor cat si cheia personajelor se afla in dialogul dintre cei 
doi creatori. Verdi: „Ce parere ai de personajul Otello? Scrie-mi cateva randuri.” Boito: „Otello 

ca autorul sa joace in dubla capacitate de poet si compozitor.” (W. Weaver, op. cit. xiv) Cu toate acestea, prietenia 
cu Verdi urma sa devina centrul existentei sale (W. Weaver, op. cit. xxxiii). El renunta la ambitia de a fi artistul 
complet intruchipat cu succes de Wagner - libretist si compozitor deopotriva - pentru a se dedica colaborarii cu 
Maestrul. 

16 cf. Ameille Aude, „Comment construire un livret d'opera selon W. H. Auden”, in Caietele Echinox, Jun 2009, 
Vol. 16, p341 

17 W. Weaver, op. cit. p.76 
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se aseamana cu un om care se misca intr-un cosmar, iar sub dominatia fatala, crescanda a 
acestui cosmar el gandeste, actioneaza, inainteaza, sufera si comite cumplita crima.” 18 
Dezbaterile pe seama personajelor, a evolutiei acestora sau a relatiei dintre ele se raporteaza 
mereu la Shakespeare si la textul original. La fel si ambianta creata prin mijloace dramaturgice 
si prelucrata apoi prin procedee muzicale, precum tonalitatea adoptata intr-un anumit pasaj, 
orchestratia sau ritmul. In cea de-a patra scrisoare adresata maestrului, Boito este preocupat de 
„acea atmosfera tainica a mortii creata cu atata grija de Shakespeare” pe care se straduiesc 
amandoi sa o redea cat mai fidel. Urmarea epistolei este o marturie despre modul in care 
compozitor si libretist abordeaza adaptarea - interpretarea in cuvintele lor - si maniera in care 
trateaza iidelitatea fata de original. „Toata lumea stie ca Othello este o mare capodopera, iar in 
maretia sa este perfecta. Aceasta perfectiune reiese (dupa cum stii mai bine decat mine) din 
extraordinara armonie a intregului si a detaliilor, din portretizarea profund analitica a 
personajelor, din acea logica extrem de riguroasa si inevitabila care desfasoara toate 
evenimentele tragediei, din modul in care toate pasiunile implicate sunt observate si infatisate, 
in special pasiunea dominanta. Toate aceste virtuti concureaza pentru a face din Othello o 
capodopera a artei. Retusarea, chiar si intr-un singur loc, a unei lucrari de o asemenea frumusete 
si intelepciune nu poate fi facuta fara a-i diminua perfectiunea.” 19 

S-a sens mult despre accentul pe care Verdi il punea pe implicarea in tot ce tine de 
spectacolul de opera, pe dramaturgia acesteia si pe calitatile de actori ale interpretilor. Toate 
acestea pot fi observate in scrisorile sale in mai multe situatii: atunci cand isi alege solistii 
pentru interpretarea rolurilor, in stabilirea tuturor detaliilor ce nu tin de partea muzicala sau 
textuala, ci in special ce privesc aspectele tehnice, regizorale si scenografice, precum si 
consultarea altor spectacole si interpretari pentru ca totul sa decurga perfect. In acest sens, il 
roaga pe Boito sa mearga la diferite spectacole de opera, sa asculte solisti si sa-1 informeze 
despre prestatia lor: „Fii atent la calitatea vocii lor, la intonatie si, bineinteles, inteligenta si 
emotia, mai presus de toate. Chiar daca acestia canta prost, nu conteaza! Din contra, cu atat 
mai bine. Le va fi mai usor sa cante cum vreau eu ...” 20 Mai mult, dupa ce redactarea operei 
este incheiata („Ultima nota din Otello a fost scrisa in Ziua Tuturor Sfintilor” 21 ), Verdi il roaga 
din nou pe Boito sa mearga la spectacol, insa de aceasta data la teatru, pentru a vedea cum il 


18 W. Weaver, op. cit. p.7 

19 ibidem 

20 W. Weaver, op. cit. p.91 

21 W. Weaver, op. cit. p. 112 
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joaca actorii pe Othello: „Daca mergi sa-1 asculti pe Emanuel diseara, scrie-mi cateva randuri 
maine si spune-mi daca am fost foarte pe alaturi! ...” 22 Raportul lui Boito nu intarzie: „N-am 
fost sa-1 vad pe Emanuel. E unul dintre cei mai mediocri actori, rece, monoton, dezagreabil. 
[...] Rossi si Salvini, acestia sunt titanii! De la ei Tamagno (solistul ales pentru rolul Otello 
n.n.) ar mai li invatat ceva; insa de la Emanuel nu ar fi putut invata nimic si mi-as dori ca el sa 
nu fi asistat la acel spectacol. [...] In acest moment Othello detine comentariul sau pe care tu l- 
ai creat si cu asta basta, nu are niciun rost sa umbli sa cersesti efecte de la altii.” 23 Soprana 
aleasa pentru rolul Desdemonei e aproape pe placul lui Verdi: „Doar in scena din primul act 
parca bpseste ceva. Nu ca nu si-ar executa solo-urile bine, insa le incarca cu prea multa emfaza 
si prea dramatic. Cu toate astea, vom avea mai multe repetitii si vom sta de ea pana reuseste sa 
gaseasca nuantarea potrivita pentru situatie si pentru poezie.” 24 Cu Otello insa, lucrurile sunt 
putin mai complicate: „Nu stiu daca ar putea efectiv sa exprime acea melodie scurta - Iar tu, 
cat esti de palida - cu atat mai putin - Un sarut, un alt sarut - in special din moment ce intre 
al doilea si al treilea sarut sunt 4 masuri de melodie pur orchestrala, care ar trebui umplute cu 
actiunea debcata, in miscare, pe care am imaginat-o atunci cand am compus notele. Actiune 
foarte usoara pentru un actor adevarat, insa dificila pentru ... altcineva.” 25 

Mai mult, Verdi se ocupa nu doar de solisti ci si de toate celelalte aspecte ce tin de 
opera: timp de peste sase saptamani Maestrul „s-a devotat orchestratiei finale, revizia ultimelor 
corecturi si detabile practice ale productiei. Aceste pregatiri au necesitat mai multe calatorii la 
Milano unde Verdi s-a intalnit cu designeri, pictori si tehnicieni,” 26 in timp ce Boito se ocupa 
deja de raspandirea libretului si traducerea lui in franceza, iar mai tarziu engleza. Toate 
eforturile lor au fost rasplatite odata cu succesul premierei din 5 februarie 1887 si al 
reprezentatiilor ce i-au urmat. Se observa, asadar, in conceperea si dezvoltarea unei piese ce 
apartine teatrului liric, complexitatea actului de creatie si daruirea celor implicati in toate 
aspectele acestuia. Mai mult, corespondenta Verdi-Boito subliniaza importanta unui element 
pana acum considerat in plan secund - libretul - si certified valoarea literara a acestuia. 
Cunoasterea lumii in care compozitorul si libretistul au conceput libretul si muzica operei 
Otello este esentiala pentru intelegerea si trairea deplina a experientei artistice. 


22 ibidem 

23 W. Weaver, op. cit. p. 114 

24 W. Weaver, op. cit. p.l 11 

25 W. Weaver, op. cit. p.96 

26 idem p.l 11 
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Libretul de opera de inspiratie literara are o istorie de sute de ani, insa doar de curand a 
inceput sa prezinte interes in randul specialistilor din domeniul literar, discutandu-se chiar 
introducerea acestuia ca discipline de studiu in ramura stiintelor umane. Principalele cauze ale 
acestei atentii deosebite acordate libretului in ultima vreme sunt, pe de o parte, revirimentul 
spectacolului de opera la finalul secolului al XX-lea si inceputul secolului al XXI-lea, iar, pe 
de alta parte, implicarea unui numar din ce in ce mai mare de autori contemporani in redactarea 
de librete de opera sau in adaptarea unor creatii literare mai vechi sau mai noi. Mai mult, 
incepand cu secolul al XX-lea, opera s-a dezvoltat in stransa relatie atat cu formele literare, cat 
si cu creatia scriitorilor care s-au ocupat de librete 27 . Prin urmare, nu e de mirare ca libretul de 
opera incepe sa fie considerat tot mai des un gen separat si sa fie studiat ca atare. 
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Abstract: As the title suggests, the present article is dedicated to Faulkner’s reception in Romania. 
Along the years much has been written on William Faulkner. Several books and numerous essays have 
been published on Faulkner’s influence on Romanian literature. This article will deal with studies 
published in newspapers and magazines such as Contemporanul , Secolul 20 . Tribuna , Convorbiri 
literare . By doing so, I intend to shed some light on some of the articles published on Faulkner due to 
the fact that they were not always insisted upon when mention was made of Faulkner’s reception in our 
country. 

Keywords: William Faulkner, critical reception, translations, articles, newspapers. 


In what fallows I will offer a brief survey, in a chronological order, of the available 
articles, translations, prefaces, reviews and essays that were issued on the Southern author’s 
reception in our country. The list opens with Mircea Ivanescu’s essay on Faulkner published 
in Steaua magazine in 1962. The Romanian scholar sees Faulkner as one of the most important 
contemporary writers and as a representative of the American literature with its traditions and 
themes. As if anticipating Sorin Alexandrescu,(M//zam Faulkner , Editura pentru Literatura 
Universala, Bucuresti, 1969) Ivanescu too portrays Faulkner as a chronicler of his time and 
space depicting a certain social environment characteristic to South America. The chronicle of 
Yoknapatawpha exceeds in its meanings the portrait of a closed, provincial world somewhere 
in America. It becomes a parable of the history of the United States after the Civil war with all 
the psychological and social drama it brought for the entire country. Yet, unlike Alexandrescu 
who chooses to portray Faul kn er’s characters in their positive traits, Ivanescu views them in 
their negative features: we no longer have an array of character typologies but the simple 
distinction between the Black and the White. The Black are ex slaves, living in precarious 
conditions and doomed to be inferiors forever, while the White are made up by a decayed and 
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sometimes degenerated aristocracy, by a bourgeoisie wishing to climb up the social scale by 
all means, by unhappy farmers. 

Further on in the economy of the text, Ivanescu discusses Faul kn er’s writings into two 
parts: the beginning period and the second period of creation. The Romanian critic intends to 
improve the perception of Faulkner as a writer obsessed with his delirious phantasms, unable 
to explain their meanings and which had little to do with the real world. He believes that there 
is an obvious progress in these first writings of the attitude of their writer towards the world he 
describes and thus, towards the real life that this world stands for. (95) The second period of 
creation is marked by the writer’s desire to offer a more realistic justification for the hard to 
decipher tragedies depicted so far in his writings. The essay ends with an analysis of Faul kn er’s 
poetics. Ivanescu does not see Faulkner as an experimentalist. He admits that his writings are 
characterized by a mastery of structure (virtuozitate de compozitie), (106), but he deems it 
futile: the sequences of interior monologues (that defy the normal chronology of events thus 
leading to an unnatural move back and fro sometimes within the same phrase), the deliberate 
withholding of decisive details and characters, the use of over elaborated sentences. 

In 1965 Biberi Ion publishes in Gazeta Literara a short article on Faulkner’s universe, 
mentioning the novelist’s desperate need to create a world on its own, a fantastic one with a 
subjective character, next to the real world, a world inhabited with characters resembling those 
from the real life and allowing them to move freely according to their inner dynamism. 

Same month, but this time in another magazine, Tribuna , Radu Badila mentions the 
need - when analyzing Faulkner’s work - to take into account the role that the South and its 
problems play in Faulkner’s novels and short stories. He blames Faul kn er for not being able to 
understand that the meaning of the Civil War lays in the fight of the Black for freedom. The 
author believes that Faulkner considers the enslavement of the Black not as a means of the 
White to get rich but as a psychological drama. 

According to Astra library, the next year witnesses the publication of two essays on 
Faulkner in Viata Romaneasca si Qrizont. The first belongs to Alexandru Ivasiuc- Destin si 
character in opera lui Faulkner -and it is meant to be a study on Faulkner’s characters and 
their ties with the ancient drama. The Romanian novelist portrays Faulkner as one of the last, 
if not the last creator of powerful characters ready to face their destiny. He sees in Faul kn er’s 
novels and stories many of the principles of the ancient drama. At first this may seem odd since 
Faul kn er’s style owes much to the baroque and not to the classics. The structure of his novels 
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is a complicated one, the plot is anything but linear and most of the time complicated by the 
existence of different narrators and different point of views. But behind all these differences, 
Ivasiuc identifies a characteristic common to the classics: the way Faulkner describes his 
characters. If the story - line is an intricate one, the way Faulkner creates his characters 
resembles that of the classics: the people that inhabit Fau lkn er’s universe are reduced to their 
essential traits, they are placed in opposition to one another or they find themselves facing 
extreme situations. For Ivanescu they no longer represent character types but they are heroes 
in a literature which - as the Romanian novelist notices - celebrates the anti-hero. He also 
seeks to explain the idea of destiny which, in Faulkner’s case, holds a special place: this destiny 
is no longer perceived as a curse but rather as a historic and psychological reality, an 
unavoidable one. Although Faulkner changes the notion of destiny, he keeps from the classics 
its unavoidable character. Faul kn er’s hero doesn’t run from his destiny but he is rather defined 
by it, unable to exist outside it. Further on, Ivanescu brings to discussion another particularity 
of Fau lkn er’s characters: they are all driven by their obsessions up to the point where they 
identify themselves with it. The Romanian critic concludes that the drama of such characters 
resides in their inability to live outside certain values - which they imposed on themselves - 
even when they realize that they are false ones simply because such values are part of 
themselves. 

The second publication belongs to Stelian Balanescu and is entitled Chei pentru 
Faulkner. The article is meant to offer some keys to help us understand William Faulkner, who 
is seen as being more than a simple writer of fiction. Trying to decode Faulkner’s realism, he 
brings to discussion such writings as The Sound and the Fury, Absalom, Absalom!, Requiem 
for a Nun. To narrate real events in an accurate way can be as important as narrating fiction 
and vice versa. What is important is not the way of telling or the manner adopted, for that 
matter, but that je ne sais quoi, that dimension remained hidden, which shapes the characters, 
the density of their drama and above all, what makes the reader accept that what is unfolding 
before his eyes is relevant for the real life (55). For Balanescu, the author should be part of this 
world, of the events, observing them. But according to the same critic, things are quite different 
in Faul kn er’s case. As the American novelist confesses, nothing that he writes about happens 
in real life, people and events alike belong to a different world. To be convincing - Balanescu 
continues - he even creates an imaginary world. Faul kn er’s fiction creates the world as much 
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as it reveals it. Just like his contemporaries, Balanescu too mentions the need to approach 
Faulkner’s writings as a whole in order to fully understand it. 

The next year, in 1967, Ioana Comino, publishes in Contemporanul , an article about 
the mythological coordinates of Faul kn er’s world, Coordonate mitologice ale lumii 
faulkneriene. Faul kn er’s world is once more described as a chronicle of the violent history of 
the South, an original cosmogony of a world that, by exceeding the concrete, geographical or 
historical data, acquires mythological scale (4). This cosmogony - deeply rooted in the author’s 
reality - brings forward a unique world that lives in a strange place somewhere between history 
and legend. The critic notices a distancing from nature, which finds its correspondent in 
Faul kn er’s world in the Civil War which ends the natural cycle of life (this idea of the presence 
of a natural cycle of life is to be found in most of his writings). Everything is destroyed and a 
new world emerges, a world in which Faul kn er’s characters can no longer find their places. 
With no moral values to turn to, such characters turn their attention to the past, to that 
mythological golden age which - according to them - housed the lost moral values. Ioana 
Comino describes Faul kn er’s world as carrying the echoes of the author’s puritan mentality, a 
world of the paradise lost, a place in which each generation to come must pay for the primordial 
sin. In this disoriented world Faulkner gives voice to the faith in humans, in their ability to 
endure and survive all hardship. He brings into this world some values which he considers 
eternally humane: love, honor, pity, compassion and last but not least, sacrifice. 

In the year 1968 two critics, Pelin Mihai and Virgil Stanciu published articles on 
Faulkner in Ramuri - Faulkner and Steaua - William Faulkner. ’’Casa cu Coloane Mihai 
Pelin, like Ivasiuc before him, focuses on the idea of destiny. Faulkner is seen as being 
possessed by the dreadful thought that behind every gesture there is an ancestral, implacable 
metaphysics - transmitted from generation to generation - that each and every character tries 
desperately to oppose. With few exceptions, the characters inhabiting Faulkner’s novels reveal 
themselves as being a whole, a single body. According to the Romanian critic, the characters 
are organized like a system of intercommunicable pots: despair or hope, happiness or sadness 
run up and down through these vessels like successive, strong waves.(8) 

In Steaua magazine, Virgil Stanciu talks about the novel The Mansion (Casa cu 
Coloane). The Snopes are portrayed in all the negative characteristics that in the 20 th century, 
unfortunately, gain more and more ground: the blind materialism, greed, stubbornness. The old 
- fashioned ideals of chivalry and nobility collapse only to make room to pettiness. Having no 
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scruples, the Snopes take possession over Jefferson turning it into a place where money 
becomes almighty. The Romanian critic sadly mentions that in such a world, there is no room 
for courage, honor or pride. The promoters of such notions are forced to become helpless 
viewers witnessing the disintegration of their moral values. 

Virgil Stanciu also published in Steaua : William Faulkner. “Orasul in Febr. 1968 and 
William Faulkner. Zgomotul si Furia, in August, 1971. 

One of our most important poets and translators, Mircea Ivanescu, publishes in 1969, 
in Secolul 20 , an article entitled Dostoievski si Faulkner. As the title suggests, the article 
intends to shed some light on the connection between the Russian writer and the American 
novelist. Ivanescu reckons that the correspondence between these two writers is a spiritual one 
which resides in the use of similar artistic views and ethics. They share the same disposition to 
romantic style, the same rhetoric, their writing seems to abound in melodramatic episodes, they 
both identify themselves with their characters. 

In an article published in Romania literara in 1971 ( William Faulkner. “Zgomotul si 
furia ”), Virgil Cristea discusses Faulkner as a representative of the so called subjective realism. 
He notices the rapid transformation of the structure of the novel along the 20 th century due to 
the replacement of the author by his hero. But with Faulkner, there is more than just replacing 
one person by another. The author and the hero become one, thus adopting another point of 
view, a narrower, imperfect one but which has the advantage of being the only natural one. The 
modem writer is no longer an impersonal observer but tends to get involved in what is narrated 
by bringing real life into fiction. 

The next year, 1972, brings to our attention 3 more articles on Faulkner. The first one, 
in a chronological order, belongs to Alexandru Ivasiuc who - six years after he published in 
Viata Romaneasca - publishes another article on Faulkner this time in Romania Literara . In 
this article entitled Semnificatie universala [a operei lui Faulkner], the Romanian novelist 
approaches Faulkner from another perspective. He no longer talks about Faulkner’s characters 
but focuses on Faulkner as a regional writer. Ivasiuc calls Faulkner “one of the most regional 
authors” (2) due to his lifestyle, his obsessions, the content of ideas of his writings, the source 
of inspiration. Although very attached to the moral values of the South, he was painfully aware 
of the abomination of the slave system that tried to justify itself through these moral values. He 
never left his native place, physically or spiritually. 
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A few months later loan Comsa publishes the article Faulkner un inovator al artei 
narative in Revista bibliotecilor . As the title suggests, this article is meant to acknowledge the 
universality of Faulkner’s work. The Romanian critic points out that at the beginning, 
Faulkner’s literary skills did not enjoy much public attention. However things are about to 
change when - returning to his native place - he writes Sartoris. Only then did he realize that 
his native region could be an inexhaustible source of inspiration and saw the possibility to make 
the most of this place by creating a Cosmos of his own. From here on - the Romanian critic 
notices - with few exceptions, Faulkner focuses his attention on the destiny of a few families 
living in Oxford, Mississippi and on the fate of people from Lafayette (Yoknapatawpha). The 
outcome is a cycle of novels and short stories dedicated mainly to the main descendants of the 
Sartoris and Compson and the trilogy of the Snopes. All theses writings bring to our attention 
the fascinating movie of the clash of interests, prejudices and passions that was unfolding in 
the South of the Unites States for more than a century. Faul kn er’s work - sometimes hard to 
decode - relentlessly seeks to render the complex subconscious psychology of his characters 
in an attempt to decipher the roots of their complicated code of ethics. 

With William Faulkner. Semnele timpului mitic: 75 ani de la nasterea lui Faulkner, 
(publ. in Cronica ) Sorin Parvu ends the series of articles published in 1972. The article is meant 
to be a study of two opposing attitudes: pride and modesty and the way they are portrayed in 
Faulkner’s work. The characters that inhabit such a world are uninitiated children, young men 
awaiting for their initiation, lovers incapable to face life together, sensual women, de¬ 
humanized, dying elders, Black, White, Indians (13). According to Faulkner, pride (derives 
from the conscience of superiority) and modesty (the denial of pride) are two essential 
attributes of humans. The later involves the knowledge of Evil in its metamorphoses: the 
physical evil (Cash), the biologic evil (Dewey Dell, Eula Varner), the social evil (Isaac 
McCaslin), the psychical evil (Dari) and implies the acceptance of the fatality of Evil as 
redemption of the original sin. (13). Faul kn er’s hero does not have his or her place within exact 
historical coordinates: the space is something conventional and the time - a hectic game of past 
and present perspectives - eludes common sense comprehension, assigning itself the stillness 
of a myth. This feeling of a mythical time - eternal and at the same time present - is one of the 
most characteristic features of Faul kn er’s universe. When reading his novels one is left with 
the impression that Faulkner’s hero is governed by time as much as time is governed by the 
hero. Time does not follow an objective chronology but is somehow at the hero’s disposal. The 
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Romanian critic notices that the sequence of events is almost never a linear one; the past 
intercrosses the present and thus ceases to have meaning by itself. The present can be 
understood only in relation to the past and the past becomes noticeable by its intrusion into the 
present. 

The renowned Romanian critic, Nicolae Balota also writes about Faulkner in a short 
article published in Romania literara , in 1973 ( Increderea in Faulkner). He considers that the 
American author didn’t make life easier for himself or his characters for that matter. Faul kn er’s 
heroes, even the most humble ones, are all troubled by a presence that torments and worries 
them. 

A year after the publication of her volume of essays, ( Eseuri de literatura engleza si 
americana, ed. Dacia, Cluj, 1973) Ana Cartianu publishes in Secolul 20 an article on Faulkner. 
She considers that Faulkner’s novels integrate the romantic tradition of the American novel, 
the local realism and humoristic popular anecdote. What Faulkner does is to absorb the history 
of the South from witnesses and protagonists alike and create Yoknapatawpha Country. This 
cosmos is not an imaginary or regional chronicle but it becomes the colossal novel of the 
American consciousness as well as that of the humans in general. Within this world, the past, 
the present and the future constitute an inseparable body, the “atemporal seed” called eternity 
(188). 

The year 1979 brings to our attention an article signed by Marcel Cozma ( Tipologii 
Faulkneriene ) and published in Amfiteatru in which Faulkner is seen as a creator of a 
mythology of the land. For the first colonists, the land means work and not obsession. It means 
an ancestral curse that will haunt their existence turning them into slaves. The land destroys 
the personality of its owners reducing them to a fight whose outcome is already established (2). 
Cozma then addresses the issue of the sacred and the profane. In Faul kn er’s case, these two are 
intertwined in a space objectively settled. However, the boundary line is a subjective one, due 
to the power of the man to access the sacred. He divides Faulkner’s characters into three 
categories: the unaligned type (subiectul neutru), the initiated one and the profane one. The 
first type is perfectly adapted to the profane world unaware of the existence of a sacred one. 
Being denied the possibility to ascent, this particular type is placed outside sin and therefore 
outside the idea of retribution. For him, the world is not a labyrinth. The second type has access 
to the sacred structures through magic rituals. Cozma mentions here the journey of initiation 
undertaken by Isaac McCaslin ( The Bear). The main character is granted access into the 
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labyrinth only after he gets rid of the earthly possessions - his watch and his compasses - and 
becomes initiated. He will not get lost in the labyrinth. The last type - denied the initiation into 
the sacred - is the one that commits the sin. They will be thrown into the labyrinth and thus 
condemned to death. 

The next few years were relatively quiet in as far as such publications are concerned. 
However, the year 1985 bear witness to the publication of two articles signed by Mircea 
Mihaies (Faulkner - intregul si partea) and Nardin Mircea (Rebreanu - Faulkner: drumuri si 
destine in lumea romanului). Both articles address specific, narrow issues: Mihaies focuses on 
the novel Sartoris and its follow-up and Naidin’s article, on the common aspects between the 
novel Ion and the trilogy Catunul, Orasul si Casa cu coloane. 

Much of the criticism published after the revolution has been reprinted or slightly 
revised old material. In 2001, Constantin Toiu publishes an article entitled Tatal nostru 
Faulkner in which he sets to defend Faulkner. Talking about the American novelist reception 
to Europe, the Romanian translator mentions that Faulkner was not fully understood or 
appreciated for that matter. He brings to discussion three important French figures who 
criticized Faulkner: A. Gide, Malraux and Sartre. Faulkner is accused of being unable to create 
heroes with a soul - as defined by the European tradition, for his world which is seen as 
unequal, wild, even vulgar or for his style. Toiu defends Faulkner, concluding that - unlike the 
above mentioned critics - Faulkner’s “word” carries the seal of the modern era. The impact is 
felt - in particular - by the “immature” literature like the Romanian one which is thus much 
more inclined to accept a role model, a “paternal figure”. 

Fike Toiu before him, Nicolae Balota in his article Lumini si umbrefaulkneriene (2007) 
considers that, with few exceptions, the critical reception of Faul kn er’s writings - both in the 
United States and in Europe - is a disappointing one, if not outrageous. He too mentions Sartre 
who views Faulkner’s metaphysics as metaphysics of time which is nothing more than a 
reduction to the extreme of a novelistic universe. To defend his assessments, Balota talks about 
the existence in Faulkner’s novels of numerous allusions to time in general, to the past in 
particular to the fact that the present does not exist but it “becomes” and many other examples 
that do not involve the presence of a specific metaphysics of time. Balota believes that in 
Faul kn er’s case, there is no past: the past events never cease to exist, to be part of the present 
and in its turn, the present is nothing more than a certain presence of the past. This article 
continues in fact the one published 34 years ago. Both articles stand evidence for his deep 
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consideration for the American novelist. Balota is genuinely impressed by Faulkner’s trust in 
the man’s ability not only to endure but to win against all odds. 

Even if Faulkner has not been as admired in Romania as his contemporaries E. 
Hemingway or J. Steinbeck for instance, he has enjoyed a wide critical readership. The great 
number of books, articles, essays and translations stand testimony to this and accommodate a 
large number of interpretations. Faulkner has been perceived in different hypostases: as a 
humanist (S. Alexandrescu, N. Balota), realist observer (S. Alexandrescu, A. Cartianu, R. 
Lupan, V. Stanciu), linguistic experimentalist (N. Balota) or historiographer S. Alexandrescu, 
N. Balota). But no matter how many interpretations he may have housed, Faulkner’s reception 
in our country has been determined by this regional - universal duality. Faulkner’s work is 
grounded in his native South, a land comprising both the souls and the soil of the American 
South encouraging comparisons between its mythical and “real” history. At the same time, 
much of the events narrated as well as the character types are illustrative of the human condition 
everywhere in space and time. Therefore it doesn’t come as a surprise that much of the criticism 
before 1989 intensively dwell upon this regional identity of the novelist, highlighting his 
preoccupation with the plight of the downcasts and the dispossessed and the social injustice. 
In as far as the post revolutionary criticism is concerned we notice a shift in the critical 
approach - now criticism is mainly stylistic. This is also a time when Romanian critics feel 
urged to defend the American writer against an earlier rather negative reception in Europe. 
However, in Romania his reception is a positive one almost all his work being translated. 

According to many renowned critics of the American literature reception in our country 
- Dan Grigorescu, Mircea Popa, loan Comsa to name just a few of them - in the years after the 
Second World War emphasis is laid on a more profound knowledge of the American culture . 
The 1930s and 1940s and then the 1950s - 1960s set the scene for the reception of American 
literature in Romania, first and foremost through the help of numerous translations which reach 
the climax in the 80s and 90s. Therefore, the late 60s and early 70s witness an outburst of 
translations from Faulkner published especially in Secolul 20 . The year 1962 marked the 
publication of the first translation from Faulkner, The Mansion , translation belonging to Fanus 
Neagu and A. Feicand. Eater on, between 1966 - 1974, The Bear (Ursul) and Light in August 
(Fumina de august) were translated by Radu Fupan to be followed by the trilogy Catunul, 
Orasul si Casa cu coloane translated by Eugen Barbu si Andrei Ion Deleanu; Zgomotul sifuria 
and Absalom!Absalom! by M. Ivanescu and last but not least Pe patul de moarte by H. Popescu 
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and Paul Goma. During this same period - but different publications - we mention the 
following translations in a chronological order: Victorie (Margareta Sterian, 1957), Nechemat 
in tarina (Eugen Barbu si Andrei Ion Deleanu, 1964). The rest of the 70s and 80s were less 
propitious in as far as translations were concerned: Neinfrintii by Virgil Stefanescu-Draganesti 
(1978) and Sartoris by Mircea Ivanescu (1980). The post revolutionary period opens with 
Pogoara-te, Moise by Mircea Ivanescu (1991) and continues with Gambitul calului by Radu 
Lupan (1993), Recviem pentru o calugarita by Mircea Invanescu (1995), Sanctuar by Mircea 
Ivanescu (1996), Hotomanii by Mircea Ivanescu and Steaguri in tarana by Mircea Ivanescu 
(1999) 
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THE FABLE AS AN INSTRUMENT OF MORAL EDUCATION 


Olga Kaiter 

Assist. Prof., PhD, ’’Ovidius” University of Constanta 


Abstract: The literature offers the reader a universe of thought, where coherence, clarity of expression 
and notions of general knowledge become completely eviden t. Satirizing some Moravians, mentalities 
and mistakes specific to humans and society, the fable follows the correction of these negative aspects. 
Therefore, fables determine the reader's reflection on the ethical values of humanity and subsequently, 
the reader’s assimilation of some moral behaviour patterns. The aesthetic side is rendered by comic 
situations, which appear in various forms - humour, satire or irony - in order to create good mood, 
but also a critical attitude towards certain human types. 

Keywords: Label, Moral, Erziehung, Antike, Aufklarung, Vernunft, Wahrheit 


Die Fabel gehort zu den altesten literarischen Arten der Weltliteratur. Der Begriff lasst 
sich auf das lateinische Wort “fabula”zuruckfuhren und das bedeutet Geschichte, Erzahlung. 

Heute verwendet man den Begriff “Fabel”, um eine Tiererzahlung (Pflanzen oder 
Dinge sind seltener) in Vers oder in Prosa zu bezeichnen, in der eine allgemein gultige 
Lebensweisheit oder eine moralische Wahrheit vermittelt werden, die aber auch einen 
moralischen Lehrsatz am Ende der Geschichte enthalt. Die Auseinandersetzungen und die 
Konflikte zwischen Tieren mit menschlichen Eigenschaften sind eine wichtige Themenquelle 
fur die Fabeln. Sprechende Tiere, Tiere, die die listigen Menschen darstellen, wie zum Beispiel 
der Fuchs, Tiere, die von viel Weisheit und Klugheit zeugen, wie die Eule und nicht zuletzt der 
Konig der Tiere, der Lowe, beweisen, dass menschliche Eigenschaften viele Menschen mit 
bestimmten Tierarten verbinden. Die Kurze der Fabel soil der Uberschaubarkeit des 
Geschehens dienen. 

Was die Entstehung der Fabel betrifft, wurde bewiesen, dass es Fabeln schon bei den 
alten Agyptem, den Pyramiedenbauem gab. Als Schopfer der Fabel gilt Asop, ein gebildeter 
Sklave, der um 550 v. Chr. im antiken Griechenland auf der Insel Samos lebte. Nach einiger 


156 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Zeit wurde er freigelassen und zum Gesandten eines griechischen Konigs ernannt. Asop hat 
Fabeln indischer und griechischer Herkunft gesammelt und aufgezeichnet und er hat sie in den 
griechischen und romischen Schulen eingesetzt. Seine Fabeln haben einen so groPen Eindruck 
auf die Menschen gemacht, dass man alle Fabeln, auch die, die man sich schon vor ihm erzahlt 
hatte, Asop zuschrieb. Und schliepiich glaubte man, Asop sei der Erfinder der Fabel. Der 
Beitrag dieses Fabeldichters ist aber unbestreitbar. Seine Fabeln beziehen sich auf die 
geschichtlichen Vorgange seiner Zeit und dadurch gewinnen sie an Bedeutung. Zu seinen 
Lebzeiten kam es besonders in den Stadten an der ionischen Kiiste Kleinasiens zwischen den 
herrschenden Adelsschicht und dem Volk zu erheblichen Spannungen. In den Fabeln von Asop 
wird deutlich, dass sich das Volk auch der Fabel als Mittel im Kampf um mehr Freiheit und 
mehr Rechte bediente. Fur viele Fabeldichter sind jedoch die Motive und die Figuren sowie 
die Kompositionsprinzipien der Fabeln von Asop eine wichtige Inspirationsquelle. In Asops 
Fabel Der Rabe und der Fuchs sind die Protagonisten zwei Tiere, die sich seit der Antike immer 
wieder um das Fressen streiten. Die Rollenverteilung ist deutlich, der schlaue, listige Fuchs ist 
der Gewinner, der dumme Rabe hat das Nachsehen. Die Moral, die Asop damit anfiihrt ist 
relative einfach: Der Dumme wird am Ende der Verlierer sein und seine Dummheit wird 
bestraft. Ebenso wie seine Eitelkeit und Selbstgefalligkeit. 

In der Fabel Lowe, Esel und Fuchs teilt der Fuchs die Beute so gewitzt auf, dass er 
einen kleinen Teil behalt und mit dem Leben davon kommt. Hier verweist der Fuchs auf die 
Handlung des Esels, er zeigt dadurch einen Lernprozess auf und dadurch beweist er, dass der 
Verzicht in manchen Situationen auch gut sein kann. 

Die Fabel von Asop Der Flase und die Schildkrote hat auch eine erzieherische 
Botschaft. In dieser Fabel ist nicht die Schildkrote, die die Handlung vorantreibt, es ist aber der 
Hase. Seine Selbstuberschatzung und der daraus resultierende Hohn ist die wahre Ursache fur 
das ungleiche Rennen. Im Vordergrund steht nicht die Sympathie fur die Schildkrote, sondem 
um die Antipathie gegen den Hasen und das ist auch die Lehre: Hochmut kommt vor dem Fall. 
Die Schildkrote ist zuerst nur das ausfiihrende Organ. Sie lauft nur und das tut sie mit 
Beharrlichkeit. Der Hase erkennt die Sinnlosigkeit des Rennens und wahlt die Ruhe. Das 
bewirkt den Triumph der engstirnigen Schildkrote am Ende, die sich als die Schnellste feiern 
lasst. 

Einen besonderen Beitrag zur Entwicklung der Fabel leistete der Fabeldichter Jean de 
La Fontaine im 17. Jahrhundert, der teilweise im groPen Schloss Versailles des franzosischen 
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Konigs Ludwigs XIV lebte. Er konnte auf diese Weise alle Missstande am Hofe des Konigs 
beobachten aber er diirfte sie nicht kritisieren. In der Umgebung des Konigs erkannte er 
mehrere Menschentypen wie die eingebildeten dummen Adeligen, die faulen Schmeichler, die 
Sanger und die Musiker und viele andere, die von den Geschenken des Konigs und der anderen 
Adeligen profitierten. Da La Fontaine all diese politischen und gesellschaftlichen Missstande 
und besonders das menschliche Verhalten der Machtigen, ihre Fehler und Schwachen nicht 
aufdecken und kritisieren konnte, benutzte er die Fabeln. Er verlegte das Geschehen in die Welt 
der Tiere, um die Dummheit, die Faulheit, die Eitelkeit, die Machtgeluste, die Schlitzohrigkeit, 
die I Jherhehlic hk eit der Menschen zu entlarven. Nicht selten erganzten das Gesellschaftsbild 
auch die sozialen Tugenden. 

Eine Zeit lang gerieten die Fabeln in Vergessenheit. In der hofischen Kultur des 
Barocks gab es wenig Interesse an Fabeln, aufgrund ihrer Schlichtheit des Stils und der 
Aussagen, die realitatsbezogen waren und sich an den Burger richteten. 

Mit dem Beginn der Aufklarung im 18. Jahrhundert entsteht auch der Wunsch nach 
Vemunft und Verstand, Denken und Sinneserkenntnis. Die Enthullung der Wahrheit wird in 
dieser Epoche zum Ideal der Aufklarer. Die Schriftsteller fordern folglich die Venneidung des 
Fantastischen, sie wollen Klarheit und Deutlichkeit in Aufbau und Stil. Ihr Zweck ist die 
Bildung und die Erziehung ihrer Leser zur Moral. So wird die Fabel als didaktische Gattung 
wiederentdeckt. Viele Fabeldichtungen und theoretische Abhandlungen liber die Fabeltheorie 
erscheinen in dieser Zeit. Gottsched, Breitinger, Gellert, Lessing, Herder und viele andere 
haben sich damit beschaftigt. 

Die Untersuchungen haben herausgefunden, dass die Fabel in dieser Zeit mehrere 
Funktionen hatte. Bei Christian Furchtegott Gellert hatte die Fabel die Funktion der 
Unterhaltung, bei Gotthold Ephraim Lessing der zielgerichteten Erkenntnis, wahrend bei 
Gottlieb Konrad Pfeffel die Fabel politisch engagiert war. Haufig hatten die Fabel eine 
aggressiv-sozialkritische Funktion, weil die Autoren die Probleme und die Konflikte aus den 
verschiedenen Bereichen des menschlichen Lebens bewusst machen wollten und auch 
Losungsstrategien dazu anbieten. Trotz ihrer knappen Form, hatte die Fabel einen witzig- 
satirischen Charakter als Ausdruck der Unzufriedenheit der Autoren in der Gesellschaft. 

Lessings Fabeln sind aber mit den Mapstaben des aufgeklarten Denkens des 18. 
Jahrhunderts eng verbunden. Einige Schlagworter sind in diesem Sinne aufschlu[3reich: die 
Vemunft als MaPstab des personlichen und gesellschaftlichen Handelns. Das Selbstdenken, 
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das dem Menschen beim Uberwinden der “selbstverschuldeten Unmiindigkeit” helfen soil, 
steht im Mittelpunkt des Denkens von Kant. 1 Durch die Anstrengung, die Wahrheit zu finden, 
kann der Mensch seine Krafte erweitern. Der Vernunftgebrauch kann bei der Ausbildung der 
Fahigkeiten des Menschen helfen. Wenn der Mensch selbstandig denkt, kann er die Wahrheit 
nachforschen und dadurch seine Personlichkeit entfalten. 

Der Fortschrittsglaube und das positive Menschenbild ist auch ein Kennzeichen dieser 
Epoche. Dementsprechend wird der Mensch positiv, als ein Wesen begriffen, das die Anlagen 
besitzt, sich weiterzuentwickeln. Hinter dem Fortschritt zur Vollkommenheit steht der 
Vernunftgebrauch zukunftiger Generationen. 

Die Idee der Gleichheit aller Menschen pragt das Bild der Aufklarung. Jeder Mensch 
muss frei sein, sich seines Verstandes zu bedienen, sich selbst und seine Umwelt auzudecken. 

Die Hinwendung zum Diesseits und die Religionskritik bedeuten eine Abkehr von den 
Dogmen der christlichen Kirche. Die Religionskritik und die Hinwendung zum Diesseits 
hangen miteinander zusammen, genauso wie die Hinwendung zum Diesseits mit einer 
Fokussierung auf das Individuum und seinen personlichen Vernunftgebrauch. Die Entwicklung 
der Naturwissenschaften und deren Ergebnisse standen oft im Gegensatz zu dem 
Schopfungkonzept aus der Bibel. Als Erkenntnismittel erscheint Gott folgerichtig nicht mehr, 
aber damit versuchte man ihn jedoch keineswegs aus der Welt des Seienden zu verdrangen. 

Die Darstellung der Hauptmerkmale der Aufklarung ist ein Beweis der Notwendigkeit 
der Entstehung der Fabel. Die lehrhafte, moralische Absicht von Fabeln hat eine enge 
Verbindung mit der Philosophic dieser Zeit. Deshalb spricht man oft in dieser Epoche von 
philosophischen Fabeln. Das sind philosophische Dichtungen, in denen die Fabelautoren sich 
der Philosophic bedienten, um ihre moralischen Lehren angenehmer und deutlicher 
auszudrucken. Die Protagonisten sind Tiere, die sprechen und handeln, als ob sie mit 
menschlicher Vemunft begabt waren. 2 

Johann Christoph Gottsched und Johann Jakob Breitinger heben die Bedeutung der 
Moral einer Fabel hervor. Der aufklarerische Gedanke der Belehrung des Menschen in 
angemessenem sittlichen Verhalten dominiert in ihren Dichtungstheorien. Gottsched ausserte 
sich zu den Fabeln von Asop, dass “dieser seine Tiererzahlungen geschrieben habe, um seine 


1 Immanuel Kant, Was ist Aufklarung? Ausgewdhlte kleine Schriften. Mit einem Text zur Einjuhrung von Ernst 
Cassirer , Hrsg. V. Horst.Brandt, Hamburg, 1999, S. 20. 

2 Johann Christoph Gottsched, Versuch einer Critischen Dichtkunst vor die Deutschen, Verlag Breitkopf Leipzig, 
1730, S. 87. 
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Leser dadurch zu erbauen”, und zwar, so darf man erganzen, vornehmlich in moralischer 
Hinsicht. 3 

Johann Joachim Winckelmanns Uberlegungen iiber die bildende Kunst der Antike und 
die Folgerungen fur die Gegenwart lassen sich auch in dem Bereich der Fabel identifiziren. “ 
Der Fabel ist es wie alien parabolischen Gattungen zueigen, dass sie das Gemeinte hinter 
Allegorien oder, ganz allgemein, Bildem verbirgt. Und nicht, um es zu verwischen, sondern, 
um die Verstandeskrafte durch die Suche nach Wahrheit zu fordern.” 4 

Eine ahnliche Stellungnahme hat auch Jean- Jaques Rousseau in seinem beriihmten 
Erziehungsroman Emil , bezuglich des selbstandigen Entdeckens der Fabehnoral. Er fordert 
auch die ausfonnulierte Moral einer Fabel zu streichen. “Wer alles sagt, sagt wenig, denn am 
Ende hort man ihm nicht mehr zu.” 5 Der Fabelleser muss zunachst wirkliche Erfahrungen 
sammeln, bevor er die abstrakte Moral einer Fabel fur sich niitlich macht. Fur Rousseau ist die 
Fabel nur ein Hilfsmittel, um die personliche, konkrete Erfahrung auf alien Bereichen des 
Lebens aufzudecken. 

Mit der Fabeltheorie war auch Gotthold Ephraim Lessing sehr beschaftigt. Fur ihn ist 
der moralische Satz der Kern jeder Fabel und gleichzeitig ihr “Endzweck.” Um diesen 
“Endzweck” zu erreichen, muss die Fabel eine Handlung haben, die als Folge von 
Veranderungen beschrieben werden konne. Die Handlung rniisse nur Elemente enthalten, die 
den moralischen Lehrsatz verdeutlichen konnen. 6 Die Beschrankung des Dichters auf die 
notigen Elemente fur die Vermittlung der Moral gilt als wesentliches Prinzip seiner Theorie. 
“Wenn ich mir einer moralischen Wahrheit durch die Fabel bewusst werden soil, so muss ich 
die Fabel auf einmal ubersehen konnen; und um sie auf einmal ubersehen zu konnen, muss sie 
so kurz sein als moglich. Alle Zieraten aber sind dieser Kurze entgegen, denn ohne sie wiirde 
sie noch kurzer sein konnen.” 7 

Lessings Fabel lasst sich als radikal wirkungsorientiert beschrieben. Die Funktion der 
Fabel ist, dem Leser eine Lehre zu vermitteln, die ihm bei der Orientierung im Leben helfen 
soil. Diese Lehrwirkung wird in den Fabeln von Lessing durch die Tierfiguren erreicht, die 

3 Johann Christoph Gottsched, „Die Schauspiele und besonders die Tragodien aus einer wohlbestellten Republik 
nicht zu verbannen”. In: Schriften zur Literatur. Hrsg.v.Horst Steinmetz, Stuttgart, 1998, S. 6. 

4 Johann Joachim Winckelmann, Gedanken iiber die Nachahmung der griechischen Werke in der Malerei und 
Bildhauerkunst/Sendschreiben/Erlauterungen, Kap.2, Stuttgart, 2003. 

5 Jean- Jaques Rousseau, Emil oder iiber die Erziehung. Ubersetzt v. Ludwig Schmidts, 6. Auflage, Paderborn 
u.a., 1983, S. 225. 

6 Gotthold Ephraim Lessing, „Fabeln und Erzahlungen. Abhandlungen iiber die Fabel“ in: Werke in 5 B linden, 
Bd. 5, Weimar, 1959, S. 166-167. 

7 Ibid., S. 189. 
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menschliche Charaktereigenschaften haben. Dieses Prinzip funktioniert, weil die Nennung von 
Tiernamen “die allgemein bekannte Bestandheit der Charaktere von ihnen beim Leser 
aktiviere. Die Fabel selbst wird kurzer, weil sie auf diese Weise leichter vom Leser iiberschaut 
und aufgenommen werden kann. Die Tiere helfen dann bei Vermittlung der Lehre.” 8 

Ein haufig auftretendes Motiv in Lessings Fabeln ist das der Selbstbescheidung. In der 
Fabel Zeus und das Pferd ist das Pferd mit seiner naturlichen Konstitution nicht zufrieden. 
Aber nach dem Gesprach mit Zeus stellt er sich mit seinen naturlichen Anlagen zufrieden. 

Auch in der Fabel Zeus und das Schaf wiinscht sich das Tier eine andere kdrperliche 
Eigenschaft und zwar starker zu sein. Er hat kein Vertrauen zu Zeus und lehnt dessen 
Veranderungen aus Angst vor den Folgen ab. In den beiden Fallen fiirchten die 
Tierprotagonisten vor den Konsequenzen und ihre Entscheidung ist ein Resultat ihres 
Verstandes. Eine zu den beiden Fabeln passende Lehre ware: Besinne dich, ob du alles bedacht 
hast, ehe du die Erfullung deiner Wiinsche nachgehst. Damit wird auch gezeigt, dass man 
vemiinftig sein soil, wenn man eine Entscheidung treffen soil. Bei Lessing hciflt diese Lehre: 
Gebrauche deinen Verstand und entwickle deine geistige Moglichkeit durch Belehrungen 
weiter. 9 

Das Motiv der Beschrankung auf seine eigenen Moglichkeiten ist von Lessing in seinen 
Fabeln nicht immer positiv angesehen. Die Moral der Fabel Die Gans steht im Gegensatz zu 
den beiden angesprochenen Zeusfabeln. Die Gans ist auf ihr schwanenweipes Gefieder stolz 
und bleibt trotz aller Miihen schwanenweip, da ihr keine andere Moglichkeit angeboten wird. 
Die Lehre kann in diesem Fall nur negativ sein: Der Mensch kann nicht aus dem von Geburt 
an festgelegten Seinsbereich ausbrechen und jeder Versuch es durchfiihren, kann schlechte 
Folgen haben. So lasst sich vielleicht auch die Tatsache erklaren, dass der Burger seiner 
biirgerlichen Schicht verhaftet bleibt und keine Moglichkeit hat, sich dem Adelsstand 
anzunahern. 

Ein anderes Beispiel ist die Fabel Der Wolf und das Schaf, in der Lessing die 
Herrschaftsverhaltnisse in den Vordergrund bringt. Genau wie bei Asop treffen sich die beiden 
Tiere an einem Fluss. Durch das Wasser getrennt, hat das Schaf mehr Mut, um den Wolf verbal 
anzugreifen. Die hochmiitige Antwort des Wolfs, dass Wolfe allgemein Geduld mit Schafen 


8 Gotthold Ephraim Lessing, „Fabeln und Erzahlungen. Abhandlungen iiber die Fabel, 2. Abhandlung von dem 
Gebrauche der Tiere in der Fabel“ in: Werke in 5 Bdnden, Bd. 5,Weimar, 1959, S. 189. 

9 Gotthold Ephraim Lessing, „Fabeln und Erzahlungen. Abhandlungen iiber die Fabel“ Kap.3 in: Werke in 5 
Bdnden , Weimar, 1959. 
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hatten, fuhrt zum Gedanken, dass der Starkere, wenn er in einer schwacheren Position ist, sein 
Verhalten mit Scheingriinden zu rechtfertigen versucht. Der Wolf behalt seine hohere Position 
und er braucht dazu keine Rechtfertigung fur sein Verhalten. In der Gesellschaft des 18. 
Jahrhunderts kann das Verhalten des Schafs auch als Ausdruck der Emanzipation des 
Schwacheren verstanden werden. Es kann den Burger symbolisieren, der sich emanzipiert hat. 
Das Schaf verspottet den Wolf aber nicht unbedingt, weil es seine hohere Position einnehmen 
mochte. Denn es ist “besser Unrccht leiden als Unrecht tun.” 10 

Die Moral der Fabeln bei Lessing ist von den Ideen der Selbstbeschrankung auf den 
biirgerlichen Wirkungsbereich gepragt. Lessings Fabeln iiben Kritik, weil sie erziehen wollen. 
Der Inhalt der Fabeln kann als Appell an die Vernunft des Lesers verstanden werden. Einerseits 
wird der Leser aufgefordert und ennutigt, sich vemunftig mit dem zufriedenzugeben, was er 
schon besitzt. Andererseits fordert die Struktur der Fabel, dass der Leser sein eigenes Verstand 
bei der Entzifferung der Moral benutzt. Denn der Zweck des Textes ist die Erziehung des 
Menschengeschlechts. 
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Abstract: Jonathan Coe’s novel, The Terrible Privacy of Maxwell Sim, is a compelling story of the 
contemporary society with all its anxiety, fears, wishes and hopes, a society which may create, alter but 
also swallow up, even annihilate or dissolve identities. The present paper aims at illustrating the 
resourceful ways in which the quest for identity and the image of identities (dis)connecting one another 
are depicted. 
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Identity has been given multiple interpretations, one of them considering it as a 
“configuration of the self that develops over time” (McAdams, 2006:7). This configuration 
may result from “the interaction in the social world” and may “in turn guide interaction in the 
social world” (Simon, 2004:2). These assumptions may well function in case of Maxwell Sim, 
the main character of Jonathan Coe’s novel, The Terrible Privacy of Maxwell Sim, a novel that 
tells us about people and the paradox of feeling lonely in a world in which human 
interconnection should be more facile due to advanced technology. Max, as he is called 
throughout the novel, is a genuine embodiment of a “dialogical self’, or a “dynamic 
multiplicity” of different “positions or voices in the self “(Hermans, 2010:7). One of Max’s 
“positions” seems to be that of a “modem self’ (Hermans, 2010:4), engendered by his tendency 
to isolate himself and by his failure in establishing basic contacts with those around him. He is 
also an instance of a “post-modern” self, as he is characterized by “sensitivity and openness to 
the multiplicity and flexibility of the human mind”, but also by “pessimism and lack of hope” 
(Hermans, 2010:6). These two facets of his own self, or identity, intermingle, but they may 
also have a “dialogical relationship” with other people’s identity, each contributing, thus, to 
Max’s own development. Max, a forty-eight after-sales customer liaison officer, finds himself 
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alone in his travel through life. He lacks powerful social skills and makes great efforts to 
communicate with those around him. The permanent dialogue carried on within his “self as the 
society of mind” 1 (Hermans, 2010:1) reflects his place on the road of his own becoming. His 
positions on this road are in a continuous change and reconfiguration dependent on the 
circumstances and people he meets, yet unified by his utmost desire to define his own self and 
establish contacts with people. His story is written both by himself and those around him and 
reveals the easiness with which identities may be dissolved and recreated in a world in which 
everything seems to be predicted in detail: fears, feelings, emotions, plans. As a modern man, 
he projects his own disquietude on everything he does, he plans, anticipates, and imagines, he 
is always on motion in a dynamic and consumerist society which, despite offering many 
material facilities, intensifies the feeling of isolation and loneliness, especially in big urban 
places: “We mill around every day, we rush here and there, we become within inches of 
touching each other, but very little real contact goes on. All those near misses. All the might- 
have-beens. It’s frightening, when you think about it.” (Coe, 2010:8) 

In all this frantic flow of life, Max feels rather incomplete. Incompleteness and 
loneliness are what Max experiences while being in Australia, in a trip in which he 
unsuccessfully tries to rebuild his relationship with his father. Recently left by his wife and 
daughter, and, moreover, having problems at work, Max feels “terribly alone in the world”, 
especially at the sight of a Chinese woman and her daughter playing cards at the restaurant, 
and laughing together. The image of the two becomes iconic throughout the novel, as they have 
something “precious”, something he “wanted badly” and he “wanted to share in” (Coe, 
2010:7); it is the perfect representation of an ideal relationship between two human beings. It 
has rekindled the wish to be part of a community, but also makes him aware of the differences 
which exist between people belonging to the same community. It has reawakened his 
imperative needs to make “face to face, let’s-meet-for-a-coffee-and-catch-up” contact with 
people, instead of sending text messages or posting “cheerful, ironically worded status updates 
on Facebook”, only to show all of the seventy friends in his list, “most of them complete 
strangers” (Coe, 2010:19), what a busy life he has. But not all his attempts have the expected 


1 According to Hermans (2010:7), “People are continuously involved in a process of positioning and repositioning, 
not only in relation to other people but also in relation to themselves” (...) “actions that take place between people 
(e.g. conflicts, criticisms, making agreements, and consultations) occur also within the self (e.g. self-conflicts, 
self-criticism, self-agreements and self-consultations) illustrating how the self works as a society of mind.” 
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endings. On his way back home to England, he tries to initiate a conversation with his flight 
companion, Charles Hayward, the first person to whom Maxwell manages to speak after 
deciding to reconnect with the world, but, eventually, this proves to be a failure as Charles 
suffers from a heart attack and dies while Max keeps talking to him so deeply absorbed that he 
does not even notice the sad event occurring next to him. When he realizes what has happened, 
he feels depressed, and blames himself for talking so many to Charles, for having “unburden” 
himself “so shamelessly of so many words. After this unpleasant incident, while sitting at a 
cafe table in Singapore airport, waiting for the next flight back to England, Max meets Poppy, 
an interesting young lady who works as a “junior adultery facilitator” (Coe, 2010:35), a job 
which involves travelling to various airports, making recordings of announcements and 
compiling them into CDs which are sold to adulterer clients who use them in their actions of 
unfaithfulness towards their life partners. The job does not match Poppy’s academic education 
- she has got a First in History from Oxford- but it brings her material satisfaction, and 
moreover, allows her to spend a lot of time as she wants, that is reading, watching movies or 
visiting galleries. As Max is confused in what concerns the likely moral consequences of such 
an unusual job, Poppy finds the occasion to remind him that young people should not be blamed 
for their “materialism” or for “lacking in any political sense”, since the “old” generation is the 
only responsible - by making the same political mistakes for years - for bringing young people 
up to be “consumerist zombies” (Coe, 2010:38). 

While on the plane back home to England, Poppy tells Max about Clive, her uncle, who 
contributed much to her education in her childhood and adolescence, taking her, during the 
weekends she visited him, to the cinema, theatre performances, art galleries or concerts. When 
she could not visit him, he used to write her letters about interesting things that happened in 
her absence. Poppy scanned all his letters and photos and saved them into her laptop. Max 
noticed a photo of an old catamaran abandoned on a beach, taken by Tacita Dean, a well-known 
artist. The image of Teignmouth Electron, the name of the boat, made him curious to read the 
letter Clive once sent to Poppy about his fascination with the story of Donald Crowhurst, the 
lone yachtsman who decided to take part in a round-the-world race organized by Sunday Times 
which stated that would award the single-handed yachtsman who would “complete the fastest 
non-stop navigation departing after 1 June and before 31 October, 1968” (Coe, 2010:49) 
rounding the capes of Good Hope, Leeuwin and Horn. Donald Crowhurst, a thirty-six British 
engineer and manager of an electronics company, secretly gave up the race soon after its start, 
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though he continued to report false positions of his yacht. His yacht was discovered in the 
middle of the ocean in the summer of 1969 and he was assumed to have committed suicide. 
His log books found on board unmasked his fraud and the notes he wrote disclosed his mental 
breakdown which made him retreat “into a fantasy world of pseudo-philosophical speculation.” 
(Coe, 2010:61) 

Donald Crowhurst, an instance of “transworld identity” (McHale, 2004:17), seems to 
become the “hero” who inspires Max’s actions and thoughts at certain moments. All the 
characters in the novel seem to identify, to a certain extent, with the lone adventurer who 
sought, in his isolation, to find his own place in the world and whose enterprise ended up in 
failure. Clive admits this and wonders 

...why Donald Crowhurst? Or, to put it another way, what does it say about our own 
time, the time we are now living in, that we found it easier to identify, not with Robin Knox- 
Johnston - an almost comically stubborn, courageous, patriotic sportsman - but with a lesser 
figure entirely: a man who lied to himself and those around him, a little man in the throes of a 
desperate existential crisis, a tormented cheat? (Coe, 2010:64) 

Back home, Max tries to reconsider his past and to rearrange his life after his wife and 
daughter left him. Being diagnosed with depression after being ‘abandoned’ by them, he stays 
in a prolonged medical leave, deciding not to return to his job but to accept that of promoting 
eco-friendly toothbrushes in Shetland Islands. At the invitation of his friend, Trevor, he joined 
a small business team of enthusiastic people who were confident they could manage to survive 
the global economic recession by selling the most revolutionary toothbrushes on the market, 
made from sustainable wood. In order to promote the handmade toothbrushes, a team of four 
salesmen will depart in their cars to four different extreme points of the United Kingdom, on 
the same morning, from the company’s office in Reading. They have to keep video diaries of 
their journeys. The mission to promote and sell toothbrushes on Shetland Islands changes his 
whole existence. But, unfortunately, he will not finish his business trip successfully. The 
journey makes him feel closer and closer to Donald Crowhurst’s state of madness after a series 
of picaresque adventures, eventually the most “credible” connection he establishes being with 
his SatNav he names Emma (after Jane Austen’s character) whose enthralling voice he seems 
to fall in love with. Like Crowhurst, Max - the modern man- seems to be insufficiently prepared 
for big journeys through life though he has all the newest devices possible which might ease 
all his efforts. 
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His journey ends up in a hospital ward in Aberdeen from where he is taken back home 
by his business partners, Trevor Paige and Lindsay Ashworth who inform him that the company 
has been forced into liquidation so all their optimistic plans about a prosperous future came 
into failure. The image of Max deprived of clothes and suffering from hypothermia - with 
which the novel opens - is a metaphor of a fragile, insecure and unprotected small business 
world. He is the symbol of the average man destroyed by an uninspired, improper economy. 
The stopovers he takes on the road to his destinations are occasions to reflect upon the 
economic organization of a civilization in which services represent “a perfect microcosm of 
how well-functioning Western society should operate.”(147), as well as upon the meaning of 
belonging to a community, of playing a useful part in it: 

All around me, people were heading for the main food hall - business people like me, 
mainly, wearing dark suits, collar and tie, sometimes with the jackets slung over their shoulders 
[...]. I felt a surge of well-being at the thought that I was part of something again: part of a 
nationwide process, part of a community - the business community - that was doing its bit, 
day in and day out, to keep Britain ticking over. We all had a part to play. Everybody here was 
involved in selling something, or buying something, or servicing or checking or costing or 
quantifying something. I felt connected again: back in the mainstream.” (Coe, 2010:146-147) 

He feels like being overwhelmed by the consumerist culture whose central image is that 
of the “ideal self’ (Dittmar: 2) symbolized by physical and material achievements which are 
promoted as bringing success, satisfaction and happiness in people’s lives. The one hundred 
and thirty-seven e-mail messages Max receives while he is away (among which only one is 
‘real’, sent by a friend of his) are instances of advertisements to all kinds of products that 
promise a magic physical transformation and, implicitly, a new, rather unrealistic identity. The 
consumerist society seems to engulf identities, to transform things to such an extent that they 
become unrecognizable. The entire society, in which the action of “making things” has become 
“vulgar”, seems to be founded “on air”: 

I was driving past the old Longbridge factory. Or rather, I was driving now past the 
gaping hole in the landscape where the old Longbridge factory used to be. It was a weird 
experience: when you revisit the landscapes of your past, you expect to see maybe a few 
cosmetic changes, the odd new building here and there [...] but this was something else - an 
entire complex of factory buildings which used to dominate the whole neighbourhood, 
stretching over many square miles, throbbing with the noise of working machinery, alive with 
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the figures of thousands of working men and women entering and leaving the buildings - all 
gone. Flattened, obliterate. And meanwhile, a big billboard erected in the midst of these 
swathes of urban emptiness informed us that [...] new development of ‘exclusive residential 
units’ and ‘retail outlets’ was on its way - a utopian community where the only things people 
would have to concern themselves with were eating, sleeping and shopping [...]”. (Coe, 
2010:155) 

Miss Erith, the symbol of the old, stylish face of England, deplores the state of a nation 
that seems to have lost its identity, a process that started long before: 

It’s not a recent thing at all: it’s been going on for years - centuries even. Everything 
that gives the community its own identity - the local shops, the local pubs - it’s all being taken 
away and replaced by this bland, soulless, corporate - ‘[...] I’m saying that the England I used 
to love does not exist any more. (Coe, 2010:198) 

The journey, “the voyage of discovery” (Coe, 2010:101) redefines Max’s own self and 
gives him the opportunity to travel back in time and to find out many things which explain 
some of the attitudes and actions of those around him that once appeared to be inexplicable. 
His life seems to be written through the testimonies of others, while the respective characters 
are disclosing their life secrets as well. He visits Mr and Mrs Byrne (his old friend’s parents), 
he goes to Lichfield where he meets Miss Erith and Dr Hameed, then he meets Caroline and 
Lucy, then Alison Byrne. Each encounter adds something to Max’s image of his own self, as 
a self does not amount to much, but no self is an island; each exists in a fabric of 
relations that is now more complex and mobile than ever before. Young or old, man or woman, 
rich or poor, a person is always located at "nodal points" of specific communication circuits, 
however tiny these may be. Or better: one is always located at a post through which various 
kinds of messages pass. (Lyotard, 1984:15) 

Reading the others’ stories, in which he is present, Max notices, mostly with a hint of 
self-irony, the place he has in other people’s life. Also, the novellas embedded in the ‘main’ 
story are interesting confessions meant to mirror their authors’ and characters’ actions, nature, 
thoughts they display in the search for their own selves. The journey also gives him the 
opportunity to recall things that have shaped his personality and life. He remembers his former 
wife, Caroline, an aspiring writer, and the differences which existed between them and which, 
eventually, led to their falling out. After Caroline moved to Kendal, Max missed her so much 
that he joined Mumsnet, a site where mothers could meet virtually and debate upon various 
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subjects and where Caroline was very actively involved. He created a fictional identity under 
the name of “SouthCoastLizzie”, pretending to be a single mother from Brighton having a 
small business making pieces of jewellery. After several weeks of joining the conversations on 
the discussion groups, ensuring thus that Caroline would remark “her” presence, 
“SouthCoastLizzie” sent Caroline a private message saying that “her real name” was Liz 
Hammond and that she felt they had a lot of interests in common so she would like to start 
writing to each other “directly”, by email. Caroline answered positively and the two started to 
communicate. Max’s fear, that of discovering an unknown side of Caroline, was substantiated, 
as he noticed, much to his surprise, “the warmth, the friendliness, the love she put” on words 
addressed “to a complete stranger who didn’t even exist” (Coe, 2010:88). The messages were 
nevertheless welcome as they were full of news regarding Lucy and Caroline. Thus, he found 
out that Caroline attended a writers’ group every Tuesday evening and that she began focusing 
on writing about “her own experience - mainly episodes from her marriage- but was writing 
up in the third person, to give it a kind of ‘distance and objectivity’” (Coe, 2010:90) The short 
story, entitled The Nettle Pit, illustrating a part of a family holiday they spent in Ireland while 
they were still married reveals Caroline’s point of view upon Max’s role as a friend and father. 
They were then accompanied by Max’s best friend, Chris, and his family. Though a ‘fictional’ 
account, the story grasps the cultural discrepancies existing between Max and Chris, with their 
noticeable impact upon the two men’s abilities to act in different circumstances. Max was 
“perpetually nervous and uncertain”, while Chris was a “skilled and attractive 
conversationalist” for whom nothing was impossible to explain, and “however small the 
subject, he would approach it enquiringly, quizzically, endeavouring always to penetrate the 
truth and confident that he would get there” (Coe, 2010:119). Chris seemed to know the 
answers to every question asked by his children, knew how to explain simple laws and 
principles from physics, biology and geography, while Max did not know, for instance, how to 
explain his daughter, Lucy, the reason for which the grass is green. Experiencing mixed 
feelings of fury and dismay at reading this short story, Max eventually admits that Caroline 
“transcribed” his thoughts in a large proportion, as if he had been “transparent” (Coe, 
2010:134). Max is affected by the others’ perception of him as a culturally ignorant father 
incapable of fulfilling his daughter needs of knowledge. He is obsessed by the idea that 
“Caroline and Lucy must have got together and had a right old laugh, some time or other, about 
silly old Daddy” who has the talent to spoil everything and is “always trying to bullshit his way 
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out of difficult questions and awkward situations.” (Coe, 2010:135) He wants to reestablish his 
connection with his daughter and tries to do his best in this respect, but his plans do not match 
reality. One of the stopovers on his road to Shetland Island was in Kendal, where he goes out 
to dinner with Lucy. The image of the father and his daughter sitting at a table in a restaurant 
is antithetic to that of the Chinese woman and her daughter whom Max admired once in 
Australia. Full of frustration that their talk seems to limit itself to a few words, Max tries 
desperately to initiate a conversation that may be of interest to Lucy, but his efforts are 
inteiTupted by a text message he receives from Lindsay, his colleague, who has been eager to 
find out something about the progress of his journey. The silence was replaced by their concern 
to text messages while uttering some short comments on the topic of “sending messages 
etiquette”. Aware of the ridicule of the moment and longing for real conversation (which never 
occurred during that evening) with his daughter, Max stops focusing on his phone: 

What stopped me? It was the look on the face of a woman sitting at the table next to 
ours. I don’t know how to describe the look. All I know is that she took in the scene that she 
saw at our table - a weary middle-aged father taking his daughter out for dinner, the two of 
them sitting opposite each other, nothing to say, one of them sending a text, the other one 
playing with her BlackBerry - and she responded with a toe-curling mixture of amusement and 
sympathy, all contained in one expressive glance. And in that instant an image came into my 
mind, again: the Chinese woman and her daughter, sitting opposite each other at that restaurant 
in Sydney harbor, laughing together and playing cards. The connection between them. The 
pleasure in each other’s company. The love and closeness. All the things that Lucy and I never 
seemed to have. All the things that I had never been taught to create between us, by my sad 
fuck-up of a father.(Coe, 2010:212-213) 

Indeed, Mr. Harold Sim, Max’s father seems to have failed in establishing a close 
connection with his son. His portrait is well depicted by the report (The Folded Photograph) 
that Alison, Chris’ sister, wrote while she was a student about an incident that marked her 
unpleasantly. Harold, who worked as a librarian at a technical college in Birmingham, is seen 
as a distant person both in relation to his wife and his son, “a quiet man, very introspective and 
rather difficult to talk to” (Coe, 2010:171). He wrote poems; in fact, his unfulfilled desire was 
to become a poet. His passion for poetry was not shared by his wife, a “very kind person, and 
very down-to-earth- as well as being extremely pretty” (Coe, 2010:172) and who did not seem 
to have much in common with her husband. But a more accurate account of his own self is 
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given by Harold in person in his memoirs kept in the blue ring binder in his apartment in 
Lichfield and which Max has the task to take to his father in Australia. The disclosure of his 
life explains his behavior and some of his attitudes which were, at a certain moment, wrongly 
interpreted and understood. Harold admitted that the impetus in his life was given by Roger 
Anstruther, an atypical man, whom he met in the City of London, when he was young, and 
who influenced his whole life. Roger, fond of music, architecture, painting, drama, literature, 
was “enthusiastic, opinionated, fascinating, indefatigable and infuriating, in equal measure” 
[...] “frivolous and loveable”, “impatient and cruel” (Coe, 2010:251) and dominated Harold 
completely. He opened up “a different, more alluring world”, “a world of shadows, portents, 
symbols, riddles and coincidences” (Coe, 2010:267), to Harold, a “callow” young man, unsure 
of himself, “alone in a big, frightening city” (Coe, 2010:266). They once planned to take a long 
trip together to France, Germany, Italy, “to view the splendours of the ancient world” (Coe, 
2010:256). The lack of money prevented their plan from happening. Roger thought of a small 
financial investment which would bring them a lot of money, but everything failed, they lost 
even what they invested. Harold managed to put an end to their friendship, however sad this 
fact was, and met Barbara, with a totally different approach to life than Roger. They had an 
affair, Barbara got pregnant and so Harold married her. After breaking the friendship with 
Roger, life was unlike Harold expected, it was dull, unhappy and burdened with his nostalgic 
feelings towards the liveliest period of his existence. However, the two kept on being in touch 
after so many years. The ending of Harold’s memoirs is a promise that he will “reinvent” 
himself just like the City of London which “has recently been in the process of reinventing 
itself’, hoping that he “might even find some small measure of personal happiness as a result.” 
(Coe, 2010:280) Max will be the one who will help his father in the process of ‘finding’ his 
own self. The memoir written by his father impresses him to such an extent that he is thinking 
to make Harold and Roger meet again, face to face, in person, planning a sort of reconciliation 
between the two. He patiently puts into the chronological order all the postcards sent by Roger 
to Harold and stunningly discovers that the last one arrived from Adelaide, so he thinks Roger 
must be in Australia too, like Max’s father. By the help of the Internet, the means that “puts up 
barriers between people as much as it connects them” (Coe, 2010:305), he manages to locate 
Roger’s house and to contact him by e-mail. So, Max goes back to Australia. This time, the 
two, father and son, seem closer than they even expected. Max tells him about the arrangement 
he has made so that his father can meet Roger in Melbourne. Harold is moved by Max’s gesture. 
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Finally, it seems that for the first time Harold touches his son on his shoulder and his gesture 
marks Max in a pleasant yet uncomfortable way. He does not know how to manage the moment. 
Unfortunately, Harold did not succeed in meeting Roger; the two missed each other again, like 
they had many years before, due to some absurd state of affairs: the Botanical Garden in 
Melbourne has two different tea rooms so, while Harold was waiting for Roger at one of them, 
Roger was waiting for Harold at the other one. And, unhappily, Harold took with him the 
remote control instead of his phone, so he couldn’t be contacted by Roger who frantically had 
called him fourteen times. To Harold, the fact that Max has tried hard to bring Roger into his 
life again means more than a simple meeting. It is a proof that, eventually, Max has accepted 
his father “for what he is”. The wish to stay at table spending time in a pleasant way with 
someone close to him has finally fulfilled: he is there, at a restaurant, spending his time with 
his father, chatting and laughing. And moreover, he seems to look more and more like his 
father, not only physically, but also in his attitudes. 

The Fairlight Beach episode makes him aware of the fact that for most of his life he has 
been lost in a “dark tunnel” himself as Donald Crowhurst must have been some time. At last, 
he feels that he has finally stepped into the sunlight, far away from the darkness that has 
accompanied him through his life. He finally manages to know the Chinese woman, Lian, and 
her daughter Yanmei. He finds out that Yanmei is adopted and she does not have the same 
nationality as her mother - Lian is from Hong Kong and Yanmei is from China. He starts telling 
her about his adventures and people he encountered in his journey of discovery, declaring that 
his experiences not only taught him “a lesson about the cruelty of the world”(Coe, 2010:326), 
but they also taught him something about himself, his own nature and problems. After listening 
to him, Lian confesses that she notices he has changed since she first saw him two months 
before: a lonely and depressed person at the beginning, he turned into a calmer one, “a man 
who is almost at peace with himself.”(Coe, 2010:328) She tells him something that he has never 
admitted or thought of: she thinks that the reason for which he was invited to dinner by Poppy 
was not to match him with her mother but with her uncle, Clive. Lian’s words shocks Max so 
much that he can barely breathe. The truth he could not ever recognize lies before him. He 
identifies more and more with his father in this respect. Eventually, he has to accept what the 
others think of him. Lian takes farewell but not before advising him to try “not to be angry with 
the people who think they know you better than you know yourself’ (Coe, 2010:330), as their 
intentions are well-meant. 
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Although not skillful at reading novels, Max is very talented in telling his whole story. 
He is a perfect ‘metafictional self that needs an ideal reader capable to understand his subtle 
games of thoughts. Like Tristram Shandy, Max is the narrator concerned with pleasing the 
aesthetic demands of his readers. He is contaminated by the pleasure to tell, to communicate, 
a feeling that is obvious throughout the novel and which he wants to share with those who have 
the patience to read his story. He admits his limits and warns his readers that he might not be a 
consummate writer. When he depicts the physical appearance of the Chinese woman, he 
confesses that his strength is not to describe people, wondering if he could test the limits of his 
readers’ patience: “Sorry, I am just not very good at describing people. (...) I am not very good 
at describing clothes either - are you looking forward to the next 300 pages?” (Coe, 2010:7). 
Or he asks his reader directly if they can remember where they were the day John Smith, the 
leader of the British Labour Party, died, in 1994. To him, it was a significant data as it was the 
day when he met Caroline. After the encounter with Alison, his best friend’s sister and 
apparently one of the girls who might have wished to date with him once upon a time (which 
never happened), Max alludes to the endless game literature may play: 

But listen - you know the end of the story, now. Or at least, now that it’s finished, now 
that Alison and I are together, and happy, now that the whole nightmare of what came before 
is over and done with, then the story has served its purpose. No need to carry on spilling words 
on to the paper. If we all lived in a state of perfect happiness - no conflicts, no tensions, no 
neuroses, anxieties, unresolved issues, monstruous personal or political injustices, none of that 
rubbish - then all the people who run to stories for consolation all the time - they wouldn’t 
need to do that any more, would they? They wouldn’t need art at all. Which is why I don’t need 
it, and neither do you, from this point on: you don’t need to read about the plans Alison and I 
made that morning [...]. Well. As I say, you don’t need to know any of that. None of it is true, 
in any case. No, none of it is true, but do you kn ow what, I think I’m finally beginning to get 
the hang of this writing business. (Coe, 2010: 240-242) 

The ending of the novel is in fact announced several pages before it occurs. The 
narrator/author warns the readers that they “don’t have to read any more” if they “don’t want 
to”, as the “story is over”, and asserts his appreciations towards them: “It’s been a long haul, I 
know. Thanks to all the people who have stayed with me. Really, I appreciate it. And I admire 
your stamina, I must say. Most impressive. (Coe, 2010:333) The ‘real’ ending is an open one. 
It is both of postmodern nature and of a traditional one: while letting the readers imagine a 
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possible development of the novel, the omniscient author intervenes and directs everything in 
the way he wants: just “like this” (Coe, 2010:339). 

Deeply anchored in the realities of the contemporary society, mirroring them with the 
shrewd eyes of a witty observer, Coe’s novel is an ingenious puzzle in which nothing is 
fortuitous: every single piece is relevant to characters’ self-discovery and development. 
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Abstract: In the interwar period, Romanian press has undergone a remarkable developmen t, absolutely 
amazing, by increasing the number of publications, by multiplying centers of interest, and also by the 
the circulation of newspapers and magazines of the time. In this scene, along with other personalities 
of Romanian culture, Camil Petrescu has also been active as a journalist, which influenced him 
positively, due to the spiritual emulation he created, given that the writer was not limited in his articles 
to one area. 

Satirizing, in the affective manner of the „pamphlet of ideas ” and in the rigorous demonstration of 
„polemic”, ironic and skeptical in some articles, tolerant and understanding in others, Camil Petrescu 
was the fiercest opponent of injustices in the social, cultural and political life in the period, perhaps 
more than any other writer of that time. 

Keywords: interwar period, Camil Petrescu, journalist, publishing, analytical mind 


„The voice of the journalist” can be heard in the entire creation of Camil Petrescu, given 
the fact that he was a tireless combatant for justice and truth. Although in poetry, stories, novels 
and plays he „spoke his mind”, later on, he preferred to concentrate more on journalism, as 
literature seemed to be a „kind exceeded”, „the first love, dominating by far the taste for 
literature”, being the only constant concern of the writer. 

When facing time, Camil Petrescu and his articles will show an undeniable value, 
because they had a lot to offer to Romanian society and culture. 

In the interwar period, Romanian press has experienced an impressive expansion, 
becoming a major factor of economic and social development of the country. The 554 
magazines were literary, religious, industrial, professional, law and administration, education, 
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medicine, scientific, military, music and art, humor, sociology, sports-fashioned cinema, 
cultural, children and official bulletins - most of them being city magazines 1 . 

In this period, we can see, in the Romanian media a large number of journals of 
literature and culture, with a different periodicity, such as: „Viata Romaneasca”, „Insemnari 
iescne”, „Revista Fundapilor Regale” and these magazines gathered around them most of the 
later cultural figures of Romania: N. Iorga, T. Vianu, M. Sadoveanu, G. Ibraileanu, V. Parvan, 
T. Arghezi, Gala Galaction, Camil Petrescu, Paul Zarifopol, G. Calinescu, Al. Rosetti, C. I. 
Parhon, Gr. Antipa §.a. - with the help of which have perpetuated the traditions and ideals of 
national culture, promoted inter-war literary values, popularized science achievements and 
championed the ideals of democracy. 2 

Also, during this period, there were many journalists who began to write, some of whom 
have chosen to express themselves only in newspapers, while others have chosen to make a 
name for themselves in literature. 

On this scene of the interwar Romanian press has manifested Camil Petrescu himself, 
both as a writer and as a journalist. 

But, for Camil Petrescu journalism is a constant concern: he entered the world of letters 
with an article, and retired from it after he completed a polemic. Often he said he wouldn’t 
write literature anymore, but he never gave up on journalism, although there were some years 
- during the first world war - when, horrified by the disaster, and concerned about his 
philosophical work he only wrote sporadically. 

Personally, he was an old and passionate reader of newspapers. In the anniversary issue 
(50 years from its appearance) of „Universul”, he wrote: „The oldest memories of those who 
have known me are apparently marked by this fact, strange for them, that I was a very 
precocious reader of newspapers. They describe me, amused by this image, as very tiny, at the 
age of 7, when this passion started to manifest itself, saying that the unfolded newspaper was 
bigger than me. [...] The column I was searching for passionately was named Lucruri (sau stiri) 
din toata lumea [...]. Assiduous reader, I pased on to other columns, other pages, I have evolved 
to books, documentation and memoirs, mut my love for newspapers is the first one, dominating 
by far my taste for literature. Moreover, lately, I hardly find the disposition and attention for 
stories and novels. The genre seems like surpassed, on the one hand, top, by the theory of 


1. Revista de istorie, Tomul 34 (1981), Nr. 7, Evolupa statistic!! a presei in Romania interbelica ; Nicolae Dascalu, 
La prese des minorites nationales dans la Roumanie de deux-guerres (1919-1939), p. 1260. 

2. Presa periodica politica, sociala, literara, economica romaneasca, Editura Academiei R.S.R., 1987, p. 35. 
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knowledge, and down, indifferent to the tumult and complexity of life recorded by newspaper.” 

3 

As a journalist eternally tormented by contemporary issues, the writer, careful not to 
miss anything, regardless of the approach, initiating discussions, participating in memorable 
debates for clarifying certain situations, found between the pages of the newspaper the place 
and the suitable means of asserting his personality. Here, he could have a direct and permanent 
contact with the reality of those times, regardless of how many confussions would sneak into 
his demonstrations, as a result of his philosophical concepts. 

The contact with reality was largely a source on energy for the journahst, writer and 
intellectual that was Cami Petrescu. His activity as a journalist, in dozens of newspapers and 
magazines will be cultivated with ambition and seriousness until the end of his life, as a high 
citizen duty. First of all, that is because, as he wrote to a French friend, „Silence is a crime 
when you carry on your shoulders the responsability of a nation, and each and everyone of us 
is responsable for the future of his nation.” 3 4 , and, in the second place, because Camil Petrescu’s 
permanent need of reality had to have its own voice. 

The vast journalistic work, impressive when we think about the writer’s strength to 
cope with everyday stresses, will complete his profile as a poet, a novelist, an essayist and man 
of theatre. This work and his literary creation perfect themselves in the same time. Ladima’ 
drama, as a writer and journalist, is a projection out of the experience of Camil. The dignity 
that the artist himself kept, with fierce denials and sacrifices has remained as an ethical norm 
for the journalist as well. 

His debut as a journalist occurs in 1913, when he writes an article in „Rampa” 5 , in 
various interviews as well as in an autobiographical note, written in 1955, as he stated: „My 
literary activity began at the newspapers „Rampa” and „Facla”, run by N. D. Cocea in the years 
1913-1914. From 1918 I became a professional journalist. 6 

In 1914 he wrote in „Facla”, under the pseudonym Raul D, and in 1915 he published in 
„Cronica” run by Tudor Arghezi, under the names Radical and K. Milll. 

N. D. Cocea and, later on, Arghezi, will be his menthors in journalism. 


3 . Ganduri cu prilejul unui jubileu in Universul, An 50, Nr. 150, 5 iunie 1933, apud. Florica Ichim, prefa^a la 
Publicistica, vol. 1, Editura Minerva, Bucure^ti, 1984, p. IX. 

4. Camil Petrescu, Note zilnice (1927-1940), Editura Cartea Romaneasca, 1975, p. 161. 

5. La 30 aprilie 1913, primul articol al lui Camil Petrescu, Teatrul Comedia, apare in „Rampa”, condusa de 
Alexandru Davila §i N. D. Cocea 

6. Manuscris din arhiva scriitorului, apud. Florica Ichim, in prcfapi la Publicistica, vol. I, p. XI. 
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N. D. Cocea will constantly monitor the work of the young man he supported at the 
begining of his career as a journalist: „Maybe I’m not wrong, but I have this impression that 
our writers don’t do anything anymore, given the fact that, once they succeeded with one piece, 
they re-write themselves eternally. Sadoveanu, Damian Stanoiu, Liviu Rebreanu, Mircea 
Damian, Cezar Petrescu a little less, Camil Petrescu not at all.” 7 

It is understandable why the young man looked rough on the Romanian high society, 
which he captured from deep down, from the crowd, in all its eviles and seductions (v. Addenda 
la falsul tratat 8 ). 

„Banatul romanesc” (1919) was the first newspaper where Camil Petrescu activated as 
an editor-in-chief 9 until May 1920, when he withdrew from the editorial board for political 
reasons. 

Camil Petrescu took care of some of the issues from „Banatul Romanesc”, which 
published several works of the writers beyond the mountains: Victor Eftimiu (Isus pe cruce, 
Pace Voua), Ion Pillat (Solie), I. C. Vissarion (Veche cuno§tin|a) §.a. Following his withdrawal 
from the board, the newspaper never published anything of this nature again. The path 
established by Camil Petrescu was also followed by „Banatul”, the opponent magazine, that 
published several poems by Goga, Eftimiu, Vlahuja, Alecsandri etc. 

„Jara” is another independent magazine from Timisoara (1920), which was also run by 
Camil Petrescu, with a fleeting appearance of only ten issues. This is the only political 
newspaper he ever run. 

On the 22nd of January 1920, the first issue of the magazine called „Limba romana” 
came out, under the supervision of Gheorghe Bari(iu. The magazine had a subtitle: Foaie pentru 
minte, inima si literatura, and was scheduled to appear three times a week, but due to financial 
difficulties, it only appeared twice. The pages had three columns each: one in Romanian, one 
in German and one in Hungarian. The columns written in German and Hungarian were actually 
translations of the Romanian one. The magazine has opened a gateaway to the knowledge of 
the language and spiritual life of the Carpathians; its pages contain Camil Petrescu’s 


7. „Litere”, An II, Nr. 8, aprilie 1954, interviu semnat m.a., apud. Florica Ichim, in prefata la Publicistica , vol. I, 
p. XII. 

8 Addenda la falsul tratat , in Teatru , vol. Ill, E.S.P.L.A., 1947, p. 487, apud. Elvin B., Camil Petrescu studiu 
critic, Editura pentru literatura, Bucure^ti, 1962, p. XII. 

9. C. N. Mihalache nota: „Se cuvine, deci, sa facem o precizare, Camil Petrescu a fost colaborator, redactor-§ef al 
ziarului „Banatul romanesc” 9 nu al ziarului „Banatul”, cum afirma B. Elvin in monografia citata pagina 17 - C. 
N. Mihalache, Camil Petrescu, profesor $i ziarist la Timisoara, extras din culegerea Limbci $i literatura, vol. VIII, 
editata de Societatea de §tiinte Istorice §i Filologice din RPR. 
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enthusiastic efforts to contribute to the spiritual unification of all Romanian people and to a 
harmonic coexistence of all minorities, in an important historical moment such as that one. 

The twelve issues of the magazine („Limba romana”), were more instructive than any 
grammar, due to their trilinguist character and their interesting organisation of the material. 

The publications led by Camil Petrescu in Timisoara are the first published under 
Romanian administration.When the media history of Banat will be released, or when the 
monography of Timisoara will be composed, Camil Petrescu’s name will find its rightful place. 

In those two interwar decades, Camil Petrescu will speak his mind about the whole 
political, social, economic and cultural situation of the country, with more and more 
discouragement. Indeed, as he had guessed, it is very difficult to find all publications that 
maintained his collaboration. 

At about three years after leaving Timisoara, he coordinated and edited "Saptamana 
muncii intelectuale §i artistice", which he structured around two main plans: a political one, 
and a cultural one. Politically, almost all items converge around the issue of noocracy, that it 
will be debated later on in Teze §i antiteze. One page was reserved exclusively for professional 
staff collaborators. Four pages are devoted to cultural and artistic movements, with articles 
signed by the cultural and artistic figures of the time. From this point of view, the magazine 
continues the path established by the previous one, „Tara”, and in the same time it created a 
substantial precedent for another one, „Universului literar”, in which the idea of personality 
becomes the main issue. On the cultural side, as a reflection of a cult for intellectual values, 
whose arguments can be depicted in the political articles, it praises cultural and artistic 
personalities. 

From his political experiences in Timisoara and Bucharest, Camil Petrescu observed 
the real situation of the Romanian intellectual in the interwar period, who remained behind the 
drift caused by political fluctuations, unable to integrate in a certain political party. Camil 
Petrescu was one of the percussive voices that carried this hope, but he had to whithdraw in 
bitterness, as he was completely misunderstood by his contemporaries. 

„Cetatea literara” (December 19th, 1925 - May 1926), with its ten issues, had a longer 
existence than „Saptamana muncii intelectuale si artistice”. More developed on the literary side 
than on the general, political and cultural terms, this was a supplement to the journal 
„Saptamana muncii intelectuale §i artistice”. 
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The journalist’s aggressiveness reaches its peak between 1931 and 1934, when the 
writer concludes that the rule of bourgeois society is to protect and proliferate mischief. 

In that meeting of names and books, of diverse and often nebulous ideas, of strange 
literary experiences, in that climate of facility and provisory, the writer refuses to be a part of 
the intellectual games played by this society, because he knows them to be faulse, and he also 
refuses to believe in its artistic formulas, as he knows how fragile they really are. His standing 
position is that of a rebel, shutting himslef from the bourgeois society. 

„Joumalism means sincerely and independently writing” 10 , wrote Camil Petrescu in 
1930. In defining professional journalism - unlike a dilettante - enters „the soul consumed in 
the fight for an idea, a cause” as well as enrolling at a newspaper capable of being a free 
university, an institution that „maintains a ruthless contact with life”. Such newspapers seemed 
to be, for Camil Petrescu, at a certain moment, „Adevarul” and „Dimincata”,cvcn if he didn’t 
always agree with their political position or with their campaigns. For him, more importantly 
seemed to be the fact that, in these newspapers, a great deal of freedom was given to their 
collaborators, by encouraging personal initiatives, as well as the fact that, given the large 
number of columns, young writers had the posibility of writing and expressing themselves, and 
the fact that journalists and democratic writers were in touch with the social fife, but in the 
same time, they were receiving others to write in their pages etc. 

Dumitru Micu charaterized him as a writer „deeply absorbed by the idea that writing is 
an engaging activity, pronouncing in all sort of matters with the seriousness with which a 
statement is made before a court of eternity” * 11 . Moreover, his last two articles (March 1957), 
from „Contemporanul”, had such programmatic titles: Scrisul nostru ne angajeaza and Scrisul 
nu-1 angajeaza. In fact, these were his last debates, his favourite genre. 

The state of permanent confrontation with evil all around him, prompted Perpessicius 
to characterize him as „solus contra omnes”. Paradoxically, one day, feeling dissapointed, he 
will write an article named Zadamicia scrisului and he will even initiate a column, under the 
same name: „I reject the idea of being condemned to write daily - he said -, and even if 
sometimes I receive my fee, I would never write only for the fee. I mean I do not write as one 
who would be condemned to talk five hours a day in the hopper of a phone, knowing too well 
that, at the end of the line, there is none listening to him, and he is still obligated (and controlled) 


10. Ziaristprofesionist, in revista „Omul liber”, An I, Nr. 59, 3 februarie 1930, apud. Florica Ichim, Publicistica, 
vol. I, Editura Minerva, Bucure^ti, 1984, p. VIII. 

11. Dumitru Micu, Scriitori, carp, reviste, Editura Eminescu, Bucure^ti, 1980, p. 147. 
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to express himself with intellectual decency. I can stop writing, but if I have written indeed, I 
am not so rotten with pride as to become disinterested in this important matter, which is the 
understanding of my writing and its intentional communication”. 12 

Camil Petrescu thought that there is a deep connection between the intelectual’s and 
the journalist’s condition. Considering the fact that the media ensures a permanent contact with 
reality, journalism was, for Camil Petrescu, a biographical act with a phenomenological sense, 
because in its contact with the world, the journalist consciousness is in a position to select facts 
and elucidate the knowledge incidents. As a result, „.. .a good journalist has the technique of a 
true artist”, and „... the newspaper can only start from facts, and it can only aspire to facts. Its 
beauty lies only in this, because facts have their nude prestige, embarassing this way any 
attempt to cheat through a second hand literaturalization. That’s why it is absolutely necessary 
to have a way (a principle) of selecting the facts, and more than that, as being esential for the 
idea of a newspaper, a precise execution of that function establishing a hierachy of the fact - 
values. Otherwise, there is only chaos and boredom.” 13 

Regarding the controversy, which was his favourite manner in journalism, Camil 
Petrescu wrote: „Only the faint, parasitic spirits run from the path of contrary arguments, only 
the literary heroes with their ombril still attached (no figure in the text...)... abhor any personal 
fight. A controversy gives us the fear of a child crossing the street alone.” 14 

When reading some articles published by Camil Petrescu, we immediately think about 
their obvious connection with the articles of Eminescu: „We are dealing with one of the most 
crucial exams of the Romanian society, and Camil Petrescu is one of the most vigorous and 
gifted journalists since Eminescu, said Eugen Simion. 15 ” 

Ironic and skeptical in the article named Exproprierea imbogaljtilor de razboi, satirizing 
and bitterly in E parale, dar pacat ca romanii nu e de§tep(i, tragical in Cantonierul Piciorea, or 
even worm and profoundly human in Invalizii si chetele, Camil Petrescu was probably the 
fiercest opponent of the social-political elements of all writers between the two world wars. 

In the first years of his career as a journalist, Camil Petrescu wrote very few articles 
about war, about himself and the others, about sacrifice, misery and death, but as time goes by 


12. V. Cascadaprejudecafilor ... Zadarnicia scrisului, in “Lumea”, An 1, Nr. 3, 7 octombrie 1945, apud. Florica 
Ichim, Publicistica, vol. I, Editura Minerva, Bucure^ti, 1984, p. XVII 

13. Gdnduri cuprilejul unui jubileu, in „Universul”, An 50, 5 iunie 1933, apud. Aurel Petrescu, Opera lui Camil 
Petrescu , Editura didactica §i pedagogica, Bucure§ti, 1972, p. 85. 

14. Camil Petrescu, Maxime ?i reflecfn, Editura Albatros, Bucure?ti, 1975, p. 133. 

15. Eugen Simion, Timpul trairii, timpul marturisirii, Editura Cartea Romaneasca, Bucure^ti, 1976, p. 45. 
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and the sacrifices prove to be useless, as starvation, poverty and mockery contine, his writing 
begins to show a certain pain and dispair that will never truly dissapear. If he gets tired hoping 
for the best, hoping that things will somehow straighten for good, he never stops revealing the 
suffering of his fellows, which is his suffering as well. 

Although he was not close yet in revealing his theory of „necessary noocracy”, he 
stronlgy believed in the force of intelligence as the one true waepon against turpitude and lack 
of ethical behaviour. Hence, the need for solidarity among intellectuals, among those who have 
a sense of responsability and who are determined to listen to that sense. He considers himself 
among the people doomed to constantly seek new fulfillments, and he believes they ought to 
realize those at any costs. 

When speaking about „attacks from the press” Camil Petrescu wasn’ referring to 
controversy or pamphlets, he was actually talking about personal attacks and scandal. In 
controversy he refuses to use „vulgar stupidity”, characterized by: inability to distinguish 
shades - „a superior mind finds detail where the common thought only sees a large scale” - , 
useless genralization and „lack of emotional restraint in the face of evidence, having as an 
immediate corollary the lack of experience and self-control.” 16 He was sure that the 
controversial dialectics technique was superior to the expository technique. Even from his first 
articles in „Jara”, his main formula remains unchanged. The writer reproduces the general 
aspects of the article he wants to attack, using ironic interventions in order to establish the truth 
(parenthetical), and then he comments on the statements. He hates the apodictic tone, 
characteristic of „current judgement victims”, of prejudice and dogma. Hence, the frequent use 
of suspension points, of formulas trying to depict a certain meaning, to explore the word, as 
well as a prudent measure of his admiration, in some cases. His stand is a pretty obvious one, 
even in his first article in „Jara”, where Camil Petrescu, at 26 years old, proves to be a mature 
journalist and a campaigner for the good of the country. 

From his political experiences in Timisoara and Bucharest, Camil Petrescu observed 
the real situation of the Romanian intellectual in the interwar period, who remained behind the 
drift caused by political fluctuations, unable to integrate in a certain political party. Camil 
Petrescu was one of the percussive voices that carried this hope, but he had to whithdraw in 
bitterness, as he was completely misunderstood by his contemporaries. The programmatic 


16. „Cuvantul liber”, seria a Il-a, An II, Nr. 28, 15 august 1925, apud. Florica Ichim, Publicistica , vol. I, Editura 
Minerva, Bucurcqi, 1984, p. XXVI. 
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article of the magazine named „Saptamana muncii intelectuale §i artistice” was also named 
after the magazine’s title, and its aim was to show that worker’s interests were entirely different 
from those of intellectuals, peasants, commercial and industrial bourgeoise, their ideal being 
„the harmony between all these interests in the name of an ideal of culture and humanity”. 

Iin the first issue, an article from the third page is named: In framantarea culturii 
europene: George Enescu. In this article, in an optimistic tone, Camil Petrescu said: „And then, 
after 10 or 15 issues, we would have offered to the Romanian public an entire galery, and this 
public could feel something more against some personalities, shadowed by our daily 
newspapers, which prefer politicians”. Saptamana muncii intelectuale si artistice had a great 
resonance in public opinion, despite the lack of solidarity. 

„Cetatea literara” had a longer existence than „Saptamana muncii intelectuale §i 
artistice”, that had its first issue on a Saturday, 19th December 1925, closing in May 1926, 
with a total of ten issues. More developed on the literary side than on the general, political and 
cultural terms, this was a supplement to the journal „Saptamana muncii intelectuale si artistice”. 
As editor-in-chief, Camil Petrescu, wrote almost the entire magazine: the editorial, personal 
literary creations, different columns, such as Comentarii: carp, teatru, reviste, revista revistelor 
§.a. 

„Cetatea literara” placed a great importance on literary criticism, in the broadest sense 
of that term. Camil Petrescu devotes two and even three pages, almost half the magazine to the 
columns named: Comentarii: carp, teatru, revista §i Notelor, where the writer was publishing 
reviews, dramatic chronicles, summaries of other magazines. In one issue, commenting on the 
magazine „Gandirea”, among others, Camil Petrescu claimed that ignoring the other magazines 
proved to be a lamentable attitude. 

The most productive and the most balanced, but also the longest period in his career as 
a journalist is marked by the collaboration and leadership, as editor, of the magazine called 
„Revista Fundapilor Regale”. This happens from the appearance of the magazine (1934), until 
its termination (1947). Since its first issue, the magazine appeared as a select publication. It 
was intended to be a cultural and artistic synthesis publication, putting out polemical scandals, 
so frequent in Romanian cultural and artistic world. This type of magazine required an eclectic 
character, and so, in the first article, Camil Petrescu said: "We sought and seek to embrace in 
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the strictly literary production all modes of Romanian sensitivity, even when we don’t adhere 
completely to one or all of them” 17 . 

Although it was often considered as a complementary aspect of his artistic creation, the 
publishing activity of Camil Petrescu still maintains the main characteristics of his entire work. 
So, in the strength of his ideas we can feel the reflective character of the writer, that cerebral 
strain that can be perceived through the concreteness of the images, supported by its turn 
through the permanent metaphorical illustration. With his temper, Camil Petrescu is present in 
that personal, specific note, that makes him oscillate between depression and enthusiasm, 
between rebellion and understanding, always waiting nostalgically for better times. 

At the end of a research path that will never be closed, hopefully we managed to present 
arguments in order to show that there is a unity of vision in the entire work of Camil Petrescu. 

Due to the correspondances between that reality and the present one, the publishing 
activity of Camil Petrescu has a strong resonance in the current publishing environment, and 
remains a model of firmness, fairness and ethical behaviour. 
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Abstract: The twentieth century promotes two types of literature: one is the realist literature successor 
of prior periods and another one, modernist, which proposes freshening as regards form, content and 
problemcitization. The first type of literature, the realistic one, associated by critics to the traditionalist 
movement, opposed modernism emerged at the turn of the nineteenth and twentieth centuries and 
con tinued until mid-century, proposing itself to break current connections with tradition. Literature of 
the last century was pen’aded with the idea of critical consciousness and moral responsibility to the 
common man is raised to the level of perception and reflection standard. It was the time that Europe 
was going through trauma of the two world wars, the confron tation between generations and various 
social media; all being aspects of dissolutions and a compelling need for change. And literature, as an 
active participant in social life, fits on changes in the social, economic and mental level. It was the 
period in which Proust emphasized on subjectivity, discursivity, exploring the human psyche, the 
subconscious and its follies. Proust, under Henri Bergson 's influence, proposed literary flash-back, 
changing the author-narrator, reality-fiction relation. As a representative of experimental realism, 
proustianism influenced Romanian literature as well, especially the writings of Camil Petrescu, HP 
Bengescu and L. Rebreanu. 

Keywords: authenticity , apriorism, egotism, neo proustianism, ontology 


Un mare scriitor care a influenzal literatura romana este Andre Gide. Acesta propunea 
romanul autorcfcrcnpal, militand pentru sinceritate. Deschizand calea libcrtapi individuale, a 
franchcpi si autcnticitapi in detrimentul scrisului „frumos”, este cel care a inraurit scrierile lui 
Camil Petrescu §i ale lui Mircea Eliade. Rolul artei, a carei esenta a fost bine surprinsa de M. 
Eliade, este acela de a fi fresca victii interioare. Nu pcrfcctiunca expresiei este importanta, ci 
capacitatea autorului de a construi o realitate puternica in constiinta cititorului. 

Ca si M. Eliade, Camil Petrescu a InZeles imposibilitatea atingerii perfec|iunii. In 
perspectiva camilpetresciana, a planifica textul inseamna a II arunca In ghearele artificialului. 
Opusul acesteia este autenticitatea, iar menirea scriitorului este aceea de a menZine 
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spontaneitatea prin claritate, precizie §i corectitudine. Ca §i in cazul lui M. Eliade, Camil 
Petrescu folose§te tehnica jumalului menit sa inregistreze trairile interioare ale personajelor, 
stari puternic intelectualizate. Paginile de jurnal si corespondent^ au rolul de a crea atmosfera 
autentica. Spontaneitatea scriiturii este si ea un alt pilon pe care se sprijina autenticitatea. De 
aceea, toate trairile personajelor trebuie forate, orice lior, meditatjc sau experien|a trebuie 
cunoscute. in consecin|a, „numai o literatura ce ignora priceperea «de a povesti cum trebuie», 
interesata in primul rand sa retina vibratiilc intime ale fiin(ei, care-si deschide pe propria piele 
drumul cunoa§terii [...], o literatura ce nu se sperie de «dezarticularile» gandului, de 
nebulozitatea expresiei, de contraziceri §i contradictji de la o pagina la alta, si n-are fixapa 
intcgralitapi, cultivand cu dezinvoltura fragmentul, fascineaza - cel pupn teoretic - pe urmele 
unui gidianism atroce, preocuparile scriitorice§ti ale lui Mircea Eliade §i ale unei intregi 
generatii tinere, dominata de expresia trairii si terorizata pana la ridicol de chinul autcnticitapi 
existenpale”, opineaza Nicolae Florescu. 1 In ceea ce privcstc limbajul literar, Camil Petrescu 
o considera ca exprimarea este redusa doar la calitatea ei de proprietate. Daca am purcede la 
crearea unei paralele intre Camil Petrescu §i Blaga, observam ca primul este un prozator prin 
excelenja citadin, pe cand Blaga se intoarce la radacinile satului romanesc. Dar alaturi de 
Hortensia Papadat Bengescu, prozatorul este unul din promotorii romanului de analiza in 
peisajul literar romanesc. 

Camil Petrescu a colaborat la Sburatorul lui Lovinescu, publicand preponderent poezii: 
Ideea, Mina, Vcsnicic, Amiaza de vara, Repausul, Cantecul lebedei, Cerata, Eln lumini§ pentru 
Kicsikem (cu cxccptia unui articol Note saptamanale). Pana si lirica lui Camil Petrescu a 
incercat sa se deta§eze de formulele stereotipe. Eugen Lovinescu prejuia activitatea poetica a 
celui care avea sa devina un romancier de succes: “In cei noua ani de dupa razboi s-au produs 
toate reacjiunile fire§ti; dupa tirania literaturii patriotice a venit emanciparea umanitarista, In 
unda careia se inscrie §i activitatea poetica a d-lui Camil Petrescu, de§i umanitarismul lui nu 
este nici principal, nici declamator si nici nu purcede din negajiunea postulatului 
national/" 2 Acela§i critic considera poetica camilpetresciana drept o reacjie la simbolism prin 
existen(a aritmiei, disimetriei sistematice §i prozaismul voit, acesta lirica Hind mai mult vizuala 
decat auditiva: “poezia nu mai e sonora, ci tactila; e poezia ochilor, a degetelor §i nu a 
urechilor.“ 3 Notajia poetica este pur obiectiva, eliminandu-se abstracjiunea. Fraza este lipsita 

1 Nicolae Florescu, Profitabila condifie, Bucure§ti, Editura Cartea Romaneasca, 1983, p. 224. 

2 Eugen Lovinescu, Istoria literaturii romane contemporane, Editura Minerva, Bucure^ti 1981, vol. II, p. 292 

3 Idem, pag. 293 
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de sugestie melodica cultivand metoda analizei, sentimentele sunt cele care dau poezie 
versurilor. Chiar §i in poezie Camil Petrescu elimina vagul, abstractul, inconstientul §i 
transcendentalul, faurind o lirica a real i tap i. Insu§i autorul, in ciclul Transcedentalia, analizeaza 
incapacitatea spiritului de a cunoa§te absolutul. 

Lovinescu opineaza ca precizia notapei, care are prelevan|a fata de precizia gandirii, il 
face pe C. Petrescu sa reacponeze impotriva patosului verbal. Dar disensiunile dintre Camil 
Petrescu si Lovinescu sunt latente, cu toate ca romancierul ii datora celui de-al doilea debutul 
la Sburatorul. “Daca nu am sti ca celebrul text-pamflet Eugen Lovinescu sub zodia seninatapi 
imperturbabile (1933) aparpne lui Camil Petrescu, nimic din paginile care ii sunt consacrate in 
Istoria lui Lovinescu nu ne-ar face sa banuim acest lucru. Nici o aluzie, nici un semn al vreunei 
reacpi epidemice in tonul comentariului. Lipsa de entuziasm explicit si superlative critice, 
comparativ cu Hortensia, de pilda, poate si analiza mai superficial:! ar putea li singurele 
indicii." 4 

“Frate bun cu ccilalp eroi ai lui Camil din piese §i din romanul al doilea, §tefan 
Gheorghidiu este §i el o fiin|a care impinge la paroxism un nemasurat orgoliu, neputand macar 
concepe sa ccrseasca de la alpi compatimire." El este revoltat fapa de mediul frivol si ignorant 
ce nu pune prc( pe valorile autentice. El, ca §i celelate personaje masculine camilpetresciene, 
nu concepe sa traiasca decat pe deplin con§tient, lumea sa interioara este maniheista. §erban 
Cioculescu vede in Gheorghidiu un alter ego al autorului, dovada stand §i narapunc subiectiva, 
la persoana intai. §i alp cxcgcti au vazut In Gheorghidiu “o constiinta lucida, un spirit atent 
intors in sine Insu§i, analizandu-se in doua ipostaze ale vicpi: iubirea §i razboiul.“ El este 
modelat din plamada “sufletelor tari“, urmasi ibsenieni neadaptap la compromisuri, avand o 
intcligcnta matematica. George Calinescu, facand elogiu romanului, afinna “e un film de mare 
arta (...) Camil Petrescu s-a dovedit romancier onorabil, dar prozator excellent." Dar drama 
iubirii pale§te in comparape cu drama razboiului “tot ce e destramare, minciuna, instrainare, 
pierdere in convcnponal si vanitate, toata in autenticitatea societapi din prima parte si 
apetiturile de§arte Isi vadesc inanitatea In confruntarea cu trairea autentica si profunda din 
partea a doua, cu meditapa asupra temelor fundamentale ale vicpi §i mor(ii.“ Maturizarea 
interioara are loc in doi timpi: cunoa§tere de sine mediata (iubirea) si imediata (razboiul),“eroii 
scriitorului traiesc mereu cxperientc de cunoa§tere, purtand In ele miscarca si accentul pasional 
al vic(ii cu o puritate care le sporcstc inca incandescenta." Ap-ropierea de trecut are scopul 


4 Valentina Marin Curticeanu, Eugen Lovinescu, Editura Excellens Univers, Bucure^ti, 1998, p. 130 
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decantarii si implementarea lui in experientele viitoare. Romanul “este un elogiu necontenit, 
suspnut, al efortului intelectual. Eroul este un interiorizat, cu ochi halucinap.“ Au existat §i 
pareri defavorabile. Astfel, Lovinescu II critica pe Camil Petrescu din cauza compozipei 
defectuoase, care da scnzatia juxtapuncri i “a doua romane diferite, unul al geloziei si celalat al 
razboiului, nelegate decat prin unitatea biologica a eroului.“ 5 Perpessicius observa In Patul lui 
Procust existcnpi a doua romane: unul de suprafa(a §i unul de adancime (cu perspective, 
lamuriri, documentary; un roman al pervertirii morale a personajelor §i al coruptici socita(ii 
vremii. Fred este punctul de intcrsectic al tuturor celorlalte personaje. Autorul, adversar 
convins al sentimentalismului Incearca sa ajunga la o cunoa§tere plastica:asumandu-si acest rol 
al cunoa§terii. Si acest roman este criticat de Lovinescu din cauza lipsei de unitate generate de 
episoadele Emilia-Ladima-Fred §i Doamna T-Fred. Ambele romane sunt, Insa, considerate de 
reputatul critic ca fiind “doua din cele mai bune romane de analiza ale literaturii mai noi.“ 6 

Contribupa lui Camil Petrescu la constituirea formelor moderne ale romanului 
psihologic romanesc sunt studiul unui sentiment (cel al geloziei) “realizat cu o mare ascutime 
de analiza, cu amestecul de luciditate §i de febra caracteristic scriitorului, transmisibil §i 
cititorului“ 7 ; romanul razboiului, “tehnica tratarii unei vicp In doua planuri diferite, obrazul si 
masca, coniine in ea un prep os element de interes si savoare.“ 8 Semnaland prin formula 
oximoronica relativizarea perspective! narative, criticul accepta drept cal itap ale romanului 
camilpetrescian acuitatea analizei §i abilitatea tehnicii psihologice. Era perioada In care apareau 
romanele realiste ale lui Liviu Rebreanu odata cu romanele “proustiene ale lui Camil Petrescu, 
cu cele gidiene ale lui Mircea Eliade si proza absurda a lui Urmuz.“ 9 

Despre activitatea ca romancier a lui Camil Petrescu, George Calinescu aflrma ca 
scrisul sau ocole§te frumosul, exprimand expresia formala, ostil caracteriologiei clasice §i fixe. 
Cu influence bergsoniene si proustiene, Petrescu practica “fluxul amintirilor“ gidian, urmeaza 
autenticul In jumalele in care suspnc ca nu modifica nimic din cursul amintirii, ajungand pana 
la a compune In corecturi si a dubla textul cu note in subsol. Constant Ionescu, prieten bun al 
dramaturgului respinge caracterizarea lui Camil Petrescu ca aparlinand unei gcnerapi 
spontane; din contra, dramaturgul s-a format de-a lungul anilor, pomind din crunta saracie si 
Infruntand diverse obstacole. Calinescu se vadcste destul de caustic la adresa romancierului 


5 Eugen Lovinescu, Istoria literaturii romane contemporane, Editura Minerva, Bucure^ti 1981, pp. 252-253 

6 Idem, pag. 287 

7 Idem, p. 288 

8 Idem 

9 Sorin Alexandrescu, Paradoxul romanesc, Editura Univers, Bucure^ti, 1998, p. 34 
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caracterizandu-1 ca “un misogin si un inadaptat erotic, transcriind in pagini pline de verva 
sarcasmul sau de invins sentimental." 10 Referindu-se la Patul lui Procust, criticul observa ca 
preocuparea pentru metoda este maxima iar romanul, prin alcatuirea sa (scrisori, comentarii, 
note, taieturi de jurnale) da impresia de traire adevarata. Analizand acelasi roman, Dumitru 
Micu observa ca “romancierul, in numele autcnticitapi, recurge la o mistificatic cu mult mai 
mare decat cea practicata de prozatorii care Isi asuma calitatea de naratori omni^cicnti." * 11 

Amza Saceanu contureaza o paralela intre Suflete tari a lui Camil Petrescu §i Iulia lui 
Strindberg, pe de o parte, §i Rosu si negru a lui Stendhal, pe de alta parte afirmand “exista o 
anume filiatjc pe linia Julien Sorel, si la Jean si la Andrei Pietraru, dupa cum se pot face asocieri 
Intre Iulia din drama cu acelasi nume §i Ioana Boiu, eroina lui Camil Petrescu, calai §i victime 
in acccasi masura." 12 Intre Camil Petrescu si Strinberg se mai poate observa o similitudine: 
ambii exclud asemanarea personajelor lor cu cele realiste. Acelasi Amza Saceanu traseaza §i o 
paralela Intre teatrul lui Ibsen si cel camilpetrescian admitand ca ambele sunt teatru de idei 
deoarece personajele emit opinii, dar, totodata, descopera §i deosebirea principals Intre cei doi 
dramaturgi: la Ibsen conflictele sunt exterioare, pe cand la Camil Petrescu acestea sunt 
interioare; dramele camilpetresciene fiind de factura psihologica. 

Adrian Marino, vorbind despre tendinta dramaturgiei romanesti la acea vreme intuia ca 
aceasta se Indrepta spre “drama de idei“ iar despre Camil Petrescu afinna “De acccasi factura 
este si cauzalitatea dramatica absoluta, imancnta constiinl,ci, In care acpunea este conditionata 
de acte de cunoa§tere“, “cata con§tiin!a pura.. .atata drama." 13 Dramaturgul Camil Petrescu §i- 
a structurat ideile privitoare la teatru In lucrarea Modalitatea estetica a teatrului aparuta In 1937. 
Camil Petrescu, analizand Fapta, li repro§eaza lui Blaga fundamentarea conflictului dramatic 
pe psihanaliza. Petrescu neaga absolutul ca exterioritate dar II cultiva ca interioritate, doar In 
acest fel drama este cu adevarat autentica.In 1924 se Inliinta revista Saptamana muncii 
intelectuale §i artistice, sub dirccpa lui Tudor Arghezi, unde Camil Petrescu a devenit redactor, 
iar In 1925 aparea Cetatea literara unde Petrescu avea sa devina director. 

Personajele lui Camil Petrescu sunt ni§te inadaptap care traiesc drama incercarii de a 
schimba lumea dupa ei. “Contempland timpul In Intindere transcedentala, Camil Petrescu ... 
adulmeca urmele absolutului, Intalne§te pretutindeni scducpa trairilor febrile.(...) Eroii lui 


10 George Calinescu, Istoria literaturii romane, Compendiu, Editura pentru literature, Bucure^ti, 1963, p. 290 

11 Dumitru Micu, Modernismul romanesc, Vol. I, Editura Minerva, Bucure§ti, 1985, p. 274 

12 Amza Saceanu, Clasicii nu vor sa imbatraneasca, Editura Meridiane, Bucure^ti, 1983, p. 247 

13 Adrian Marino, Dicfionar de idei literare, Editura Eminescu, Bucure^ti, 1973, pp. 561-562 
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savar§esc, de fiecare data, acccasi gre§eala, izvorata din Incercarea disperata de a da existenjei 
o unitate deplina.“ 14 Exista un dezacord intre trairea imperfecta §i autenticitatea ideala, 
personajul superior traicstc drama de a nu fi Intclcs de o lume mercantile, scufundata In 
aparen(e. Scrisa Intre 1915-1916, drama Jocul ielelor este definitivata In 1930 §i avea motto-ul 
Jocul ideilor este jocul ielelor. Insa§i analogia idee-iele ne introduce In lumea autorului, lumea 
mitologica, populate de dragoaice capabile sa arunce rau asupra muritorilor. In aceasta piesa, 
Marian Popa considera ca, “«drama absolutului» privcstc existen|a individuals ca o constiinta 
in confruntare cu existen(a colectiva considerate constiinta colectiva.“ 15 Inainte de a se sinucide 
Gelu Ruscanu Intclcge ca nu poate trai cu idei pure Intr-o lume impure. Intre Gelu si Sine§ti se 
afla Maria care semnifica etemul feminin insondabil iar Praida este si rezoneurul piesei 
comentand despre Gelu “A avut trufia sajudece totul. (...) S-a Indepartat de cei asemenea lui. 
(...) L-a pierdul orgoliul lui nemasurat.“ Gelu “ramane primul dar si prototipul eroilor 
dezradacinaji, din care Camil avea sa ne prezinte Inca cateva exemplare, care seamana Intre ei 
ca fra|ii.“ 16 Jocul intcligentci, ridicat de dramaturg la cote unice In literatura romana, razbate 
din dialogurile lui Praida cu Gelu §i In Infruntarea Intre acesta din urma si Sinescu. Piesa 
constituie, din punctul de vedere al lui Aurel Petrescu,“baza Intregii sale dramaturgii si ca punct 
de plecare exploziv a ceea ce va insemna sensul specific al literaturii camilpetresciene §i ca 
obsesie tematica si caracteriologica, si ca structura conflictuala, si ca atitudine existcntiala, si 
ca relajie intre factorul biologic si reprezentarea lui metafizica.“ 17 Acela§i critic considerand ca 
in piesa se Infrunta patru sentimente: cel politic, al onoarei, al eroticului §i al drcptapi absolute. 
“Jocul ideilor este jocul ielelor, un joc periculos, vrea sa semnifice Intreaga structura a 
piesei“ 18 iar “Gelu Ruscanu concepe nu numai dreptatea la modul absolut, dar si dragostea.“ 19 
Marian Popa considera ca alegerile personajelor din Suflete tari sunt decisive “optiunilc 
sunt irevocabile ...unul este tare prin casta, celalalt prin lipsa oricaror prejudeca(i.“ 20 
Perpessicius are numai cuvinte elogiase, identificand in piesa “un dialog nervos, nuanjat pana 
la ultima consecin(a, un stil de o superioara tinuta literara, personagii de o cuceritoare 
fragezime de spirit §i de un rar pitoresc.“ 21 Constant Ionescu II caracterizeaza pe Andrei 


14 V. Mindra, Incursiuni m istoria dramaturgiei romdne, Editura Minerva, Bucurefjti, 1971, p. 203 

15 Marian Popa, Camil Pelrescu , Editura Albatros, Bucuresti, 1972, p. 100 

16 Constant Ionescu, Camil Petrescu. Amintiri ,>7 comentarii , Editura Pentru Literatura, Bucuresti, 1968, p. 109 

17 Aurel Petrescu, Opera lui Camil Petrescu, Editura didactica §i pedagogica, Bucuresti, 1972, p. 90 

18 Ovidiu Ghidirmic, Camil Petrescu sau patosul luciditafii, Editura Scrisul romanesc, Craiova, 1975, p. 64 

19 Idem, p. 65 

20 Marian Popa, Camil Petrescu, Editura Albatros, Bucuresti, 1972, p. 108 

21 Perpessicius, Patru clasici, EdituraEminescu, Bucuresti, 1974, p. 280 


192 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Pietraru drept “tipul intelectualului epocii, al cerebralului, care, recunoscandu-se infrant, i§i 
cauta refugiul in dragoste, aspirand la cucerirea unei femei ce-i era superioara ca cxtrac(ic, dar 
pe care nadajduia sa o faca sa-i impartascasca iubirea robusta, sincera §i curata (...) isi duce 
experien(a pana la capat, cu fatalitate tragica (...) eroul pare a-§i atinge idealul, acestaii scapa, 
se transforma dintr-o data Intr-un miraj si impinge astfel pe descurajatul deziluzionat sa abdice 
de la viata." 22 Personajul central are luciditatea de a «vedea prin lucruri», de a distinge intre 
esen(ial si accidental, clarviziune insopta de trairea sincera, cu profunda autenticitate. Gelu 
trebuie sa tina “ochii dcschisi pentru a urmari, dincolo de mediocritatea realului, dansul 
orgolios al ideilor pure.“ 23 Conflictul piesei “in care sunt angrcna(i protagoni§tii e deopotriva 
social, caracteriologic §i psihologic“ 24 este multifajetat. Piesa este opusa celei a lui Stendhal 
prin aceea ca releva nu un arivism social si material cat unul spiritual; Andrei Pitraru nu este 
rece, lucid §i calculat ci temperamental, pasional §i tumultos, stapanit “de angoasa op(iunii 
teoretizata de existentiali^>ti, anticipa(i, aici, de autorul roman.“ 25 

In 1924 dramaturgul supune aprobarii comitetului de lectura al Teatrului National din 
Bucurcsti drama Mioara care are premiera in noiembrie anul urmator. Din pacate, cronice nu 
aveau sa-i fie favorabile. Constant Ionescu afirma despre personajul lui Valimareanu ca “nu 
activeaza sub impulsuri din afara, ci sub imboldul unor declicuri intime; el ataca, succesiv, 
straturi tot mai adanci de constiin(a“ 26 iar slabiciunea este identificata de vechiul prieten al 
autorului in faptul ca sfar§itul este provocat artificial, dinafara si nu emana de la erou. “Mioara 
este o piesa neizbutita, pentru ca, aici, mai mult ca oriunde, scriitorul Isi pune in aplicare 
conceptul dramei absolute." 27 In linia lui Gelu Ruscanu §i Andrei Pietraru, Mitica Popescu 
concepe iubirea in mod absolut. De fapt, Mitica “este un erou al absolutului inversat, o 
disponibilitate absoluta, cel care nu vrea sa opteze pentru anufi deziluzionat." 28 Daramaturgul, 
pomind de la un punct de vedere total opus celui al lui Caragiale, incearca o reabilitare a lui 
Mitica. Spre deosebire de Caragiale, la Camil Petrescu, defectele devin calitaji, efectul comic 
fund dat de distonanja intre fapta si limbaj. 

In Act Venetian scenele de dragoste, dealtfel ca in toate piesele sau romanele 
camilpetresciene, depa§esc limitele sentimentalismului, eroticul trece in sfera eticului. In lumea 

22 Constant Ionescu, Camil Petrescu. Amintiri §i comentarii, Editura Pentru Literature, Bucurcsti. 1968, p. 63 

23 V. Mindra, Incursiuni in istoria dramaturgiei romdne, Editura Minerva, Bucure$ti, 1971, p. 203 

24 Aurel Petrescu, Opera lui Camil Petrescu, Editura didactica §i pedagogica, Bucurcsti, 1972, p. 96 

25 Ovidiu Ghidirmic, Camil Petrescu sau patosul luciditd[ii, Editura Scrisul romanesc, Craiova, 1975, p. 74 

26 Constant Ionescu, Camil Petrescu. Amintiri §i comentarii, Editura Pentru Literature, Bucurcsti. 1968, p. 84 

27 Ovidiu Ghidirmic, Camil Petrescu sau patosul luciditajii, Editura Scrisul romanesc, Craiova, 1975, p. 77 

28 Marian Popa, Camil Petrescu, Editura Albatros, Bucuresti, 1972, p. 118 
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invadata de grotesc §i nedreptate, fiin(a iubita devine o forma a autenticului iar dezamagirea 
legata de acest ultim bastion conduce la dezastru ireparabil. Teama eroilor ce iubesc in operele 
lui Camil Petrescu, nu este aceea de a fi Tn§ela(i, ci de a se fi Insclat in alegerea fiirfici care sa 
stea alaturi de ei iar cand o umbra de slabiciune se planeaza asupra fiin(ei iubite aceasta devine 
idol ftirbit. Act Venetian este nu atat o drama a iubirii cat o drama a onoarei; onoarea 
personajului este conjugate cu cea intelectuala. 

In Danton, Marat este un bolnav incurabil, doarnna Roland iube§te rcvolupa dar este 
dezgustata de ororile ei, Robespierre este virtuos si partizan al logicii pure, negand sentimentele 
pentru a respecta geometria, opusul lui Danton. Acesta este “un ansamblu al virtuplor si viciilor 
Ingemanate intr-un personaj care sparge tiparele de serie.“ 29 Personajul Imparta§e§te idealurile 
acpunii sociale radicale, lucru sustjnut §i de facura sa filosofico-spiritualista. “Danton nu este 
o drama istorica, ci o «rcconstructic dramatica» (...) constand dintr-o minima adaptare scenica 
a unui material istoric bogat, dramatic prin el Tnsu§i.“ 30 La crearea personajului, Camil Petrescu 
s-a folosit de metoda gestaltista, la rnoda atunci, de subsumare a partilor la Intreg, ceea ce 
asigura coeziunea par(ilor adesea divergente fiind intui(ia esen|iala. “Danton este copilul 
nelegitim al lui Camil Petrescu, nascut dintr-o irezistibila sete de via(a. (...) In raport cu 
Robespierre, Danton reprezinta triumful Vic(ii asupra Ideii.“ 31 Nicolae Manolescu, 
comparandu-1 pe Camil Petrescu cu Hortensia Papadat Bengescu, li atribuia autorului 
“func(ionarca analizei psihologice In varianta riguros ionica.“ 32 Adept al autcnticita(ii si 
anticalolllismului, Camil Petrescu se Inscrie In curentul neoproustianist. 

Drama Balcescu sparge continuitatea liniara a dramaturgiei camilpetresciene 
anterioare §i inaugureaza o noua serie tipologica. Antiteza este diferita: se face Intre eroi 
capabili a percepe istoria si cei care urmaresc profitul imediat. Daca Danton era pasional §i 
Robespierre era rational, Balcescu Imbina ambele trasaturi. “Personaj cu patima drcptafi i 
absolute...cu o mare putere de sacrificare pentru ideal“ 33 , Balcescu exprima conccptia 
totalizatoare a autorului fiind un cumul Intre rigiditatea lui Gelu Ruscanu si a spontaneitatea 
lui Danton. 

Spre deosebire de Rebreanu ce scormonea cu talent constiinta sociala, Camil Petrecu 
este maestru al relevarii celei individual iar romanul Un om Intre oameni este printre pu(inclc 

29 Constant Ionescu, Camil Petrescu. Amintiri §i comentarii, Editura Pentru Literature, Bueure§ti, 1968, p. 116 

30 Ovidiu Ghidirmic, Camil Petrescu sau patosul luciditafii , Editura Scrisul romanesc, Craiova, 1975, p. 77 

31 Idem, p. 80 

32 Nicolae Manolescu, Area lui Noe, vol. II, Editura Minerva, Bucure^ti, 1981, p. 77 

33 Ovidiu Ghidirmic, Camil Petrescu sau patosul luciditajH, Editura Scrisul romanesc, Craiova, 1975, p. 84 
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monografii ale satului pe care ni le-a lasat autorul. Preocupat de autenticitate, autorul face apel 
la datele istorice, minimalizand ficpunea. El reu§e§te “surprinderea spiritului unei epoci prin 
inducpc analitica, prin indelungi, laboriase investigate 434 Eroul camilpetrescian nu se lupta cu 
determinarea biologica sau cu celelalte personaje, ci cu proria-i con§tiin|a. “Valen|ele teatrale 
ale dramelor lui Camil Petrescu se Inmulfesc considerabil la confluen|a de idei cu oratoria de 
mare clasa“ 35 , eroilor, lipsindu-le introspectia sarcastica, se refugiaza In tirade oratorice. Stilul 
literar camilpetrescian se caracterizeaza prin abunden(a metaforelor, “o slcfuirc laborioasa, 
tinzand catre un soi de aristocratizare artistica a replicii si cultivand un dramatism intrinsec al 
textului.“ 36 Totodata, autorul foloscstc numeroase aforisme, paremiologia venind sa 
imbogaleasca starile de con^tiinta ale eroilor. Toate conflicted sunt supuse unui subtext 
filozofic preocupat de condipa umana. Toate divagarile §i parantezele din dramele 
camilpetresciene descopera o noua dilema posibila. Eroii sunt izbip de marasmul mizeriei 
morale a epocii contemporane lor; §tiind sa lupte cavalere§te sunt doborap de loviturile piezise, 
sub Centura din partea societal) i sau a femeii adorate. “Camil Petrescu l§i conduce eroii dinspre 
o fascinapc a ideii si a cscntclor gandite, prin impasuri §i esecuri care li releva lor Insisi, spre 
o regasire a escn^elor vii, traite cu Intreaga fiinpi, In lumina inalta a spiritului.“ 37 Personajele 
lui Camil Petrescu “sunt ncconformisti fanatici ai ideilor, sfasiap de drama nelmplinirii In 
absolut a exigen^elor rapunii.“ 3s Ceea ce traiesc personajele sale este propria drama a autorului: 
“Camil a fost mereu covalescent. Pentru acesta Indelungata perioada, a meritat sa indure boala. 
A gasit mereu prilejul favorabil de a-si caupona dezamagirea si a spera sa merite cerul facand 
din pamant un iad. (...) Luciditatea lui a fost con^tiinta unei origini spontane.“ 39 Eugen 
Lovinescu 11 portretiza admirabil “Camil Petrescu se distingea si prin spiritul sau vioi, mobil, 
combativ, agresiv chiar, inepuizabil dialectic, luminat totu§i de o candoare placuta cu deosebire 
femeilor, de o fragezime de impresie binevenita Intr-o societate, prin convenience mai mult 
receptiva decat deliberativa.“ 4() Opera camilpetresciana Insceneaza un mit modem al cuno§terii 
prin cuvant, cautand certitudini si perfectiune dincolo de “existen(a banala, folosindu-se, 
paradoxal, de evitarea banalului.“ 41 Tocmai autenticitatea prozatorului 11 determina pe 


34 Dumitru Micu, Romanul romanesc contemporan, E.S.P.L.A., Bucure^ti, 1959, p. 376 

35 V. Mindra, Incursiuni m istoria dramaturgiei romdne, Editura Minerva, Bucurefjti, 1971, p. 218 

36 Idem, p. 220 

37 Nicolae C retiL Constructori ai romanului, Editura Eminescu, Bucure^ti, 1982, p. 231 

38 Dumitru Micu, Romanul romanesc contemporan, E.S.P.L.A., Bucure^ti, 1959, p. 381 

39 Anton Adamut, [§ij Filosofia lui Camil Petrescu, Editura Timpul, lap, 2008, p. 294 

40 Eugen Lovinescu, Memorii, vol. II, Editura Scrisul romanesc, Craiova, 1931, pp. 111-112 

41 Irina Petra:?, Proza lui Camil Petrescu, Editura Dacia, Cluj-Napoca, 1981, p. 22 
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Crohmaniceanu sa-1 includa In Literatura autenticita^ii §i experien^ei, alaturi de Holban, Eliade, 
Blecher, Bonciu. Stilul anticalofil al scrierilor lui Camil Petrescu este caracterizat prin sondarea 
profunda a trairilor §i subcon§tientului personajelor, lucru realizat si prin fluxul memoriei, In 
veritabila descenders proustianS. Spirite ce cautS absolutul, trSind In mod hipersentibil, eroii 
sSi sunt Invinsi de propriul ideal §i sfarscsc tragic. 

Pentru Camil Petrescu calofilia este echivalentS cu livrescul, inautenticul §i falsul; deci 
autorului li rSmane sS fie anticalofil. El considera cS literatura trebuie sS redea esen^a vie|ii, 
actul de culturS fiind unul de cunoa§tere §i nu de inventare. Autenticitatea promovatS de Camil 
Petrescu este similarS cu cea a formali§tilor rusi al caror cere apare si se manifests Intre 1914- 
1915. Pentru prozatorul roman autenticitatea reprezinta omogenitatea structurala. Pentru Camil 
Petrescu bergsonismul a condus la Inlocuirea rapunii cu intuipa, la dizolvarea, In literatura, a 
ideii de caracter. 
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Abstract: This paper starts from Ralph Crawshaw’s idea that “travel has a way of stretching the mind” 
doubled by the exploratory perspective of (re)dimensioning new horizons and (re)visiting frameworks 
of the mind that would not only make the world ‘crack’ the nutshell but also reveal its “myriad new 
sights, smells and sounds Our attempt is to identify some travelling patterns of the English wayfarers 
who reached the Romanian realms (18 th -19 ,h century). We intend to approach what we may refer to as 
the paradigm of borderlines, interpreted from a threefold perspective - geographical, historical and 
cultural - positioning thus an expression of the East on the imperial mapping system of the West. 

Keywords: travel, metaphor, perception, borderlines, stereotype. 


Would looking at journeying through the realms of the world as metaphoric roaming 
be too elusive and evanescent an assumption? Considering the intricate webbing of critical 
thinking and reality, on the one hand, and that of perception, imagination, conceptualisation, 
on the other, the rationale we intend to build may be read in the key of a perpetual, self-defining 
quest. Building such an approach starts from the point that embraces the nature of the metaphor 
as ‘vehicle’ that reflects the ‘substantiality’ of the ‘other’ with which it interacts as two 
(inter)connected subjects (I. A. Richards, Karl Biihler). Furthermore, it is well kn own the fact 
that metaphors span bridges between the particular, the already known and the well-defined, 
the real, the tangible, the explicit, and the mysterious, the distant and the surreal, the 
inaccessible and the implicit (Avadanei 1994), filling a space that used to be a terra incognita 
with the colours and emotions of discovery, the always surprising effervescence that lies 
beyond the unknown. Marcus Hester sees metaphor not as much as an effective means of 
building a relationship, but as one that highlights it, putting it into a far broader perspective, 
while Paul Ricoeur describes it as a ‘mediating factor’, and Ronald Barthes ascribes it the role 
of‘celebration’ and ‘magic’. There are moments when travelling and exploring the frontiers of 
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the ‘other’ (re)design the architecture of a catachresis that establishes relations, operates 
(dis)placements, composing and unceasingly (re)defining the mappa mundi. 

Travel lies at the very border between metaphor, understood as selection and 
substitution through which images relate in terms of similarity and contrast, and metonymy as 
source of endless combinations and juxtapositions; if the former operates at the very heart of 
the code, the latter combines contextual meanings within the message itself. Exploring may be 
thus ‘suspended’ in between the metaphoric principle of equivalence and the metonymic 
expression of concatenation through relations of contiguity (Avadanei: 55). If we are to follow 
Roman Jacobson’s dichotomous construct of literature, we approach the borderline perspective 
that cuts deep into the ‘flesh’ of the utterance, entrusting fiction to the magic of the metaphor, 
while projecting non-fiction against a metonymic background. Travel may also be approached 
from the Freudian distinction between the metaphor seen as sign of ‘identification’ and 
‘symbolism’ and the metonymy interpreted as ‘condensation’ and ‘displacement’. It is no 
wonder, then, that travel literature recommends itself as an intimate expression of 
transgression, border-crossing, counterpoint deviations, all imbued by a deep metaphorical 
mark and vision. A theatrum mundi reflecting genre, travel writing calls on the worn out board 
of the stage people, canonical traditions, genuine slices of life, all eventually scrutinised by the 
subjective retina of the explorer. 

Over the centuries, there has been a shift in the reasoning behind the act of travel, which 
dawned mostly as an act of fame and wealth-seeking, proof of devotion to sovereign and 
country and less as an exercise of sheer curiosity. There has been a long journey to cover 
between the pragmatism of the first explorers who undertook political, diplomatic, religious 
missions and the far more relaxed dimension of voyaging for the very pleasure of doing so. 
There are scholars who consider that the Golden Age of Travel of the 1830s marked a turning 
point in the history of voyaging, for that was the moment when man started designing machines 
that would not only help him compress distances, but it would also provide him with the 
necessary comfort long journeys require. This was also the moment when travellers started 
chronicling their voyages, recording their thoughts, impressions, reflections, sketching not so 
much a political or mere economic geography as a rich personal geography of vibrant emotions 
and reflective considerations. 

As American sociologist Ralph Crawshaw used to say, in 1921, “Travel has a way of 
stretching the mind. The stretch comes not from travel’s immediate rewards, the inevitable 
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myriad new sights, smells and sounds, but with experiencing first-hand how others do 
differently what we believed to be the right and only way” (Chang 2006: 531). It is at this point 
when hyperbolization comes to distort, rather than merely record the grand spectacle of the 
world, either by simply turning the entire act of narrating into sheer fiction, or by heavily 
permeating it with biased reflections tributary to unique, utterly generalised systems of 
reference. Stepping back in time, in 1688 Aphra Behn publishes Oroonoko, the book that most 
likely turned her into the world’s first armchair traveller, the pioneer of the travel memoir 
genre. Thus, she started the tradition of European travellers that recognize themselves in 
Benjamin Disraeli’s confession, “Like all great travellers, I have seen more than I remember 
and remember more than I have seen.” Defined as a border-crossing genre par excellence, travel 
literature not only comes to (re)define the physical territories of the world, it also 
(re)dimensions the inner mechanisms of interpreting the world and its fabulous wealth of 
(hi)stories. 

Glimpses of life and minute descriptions of the modus vivendi of the Romanians appear 
in chronicles, annals, official reports and diplomatic correspondence authored by various 
British travellers that offer an invaluable perspective not only upon human settlements, local 
customs, institutions, royal court rituals and its canonical traditions, local attire, merchants, 
army, but also upon the type of climate, terrain, and, interestingly enough upon, the wealth of 
natural resources. Most of the journeys throughout the realms of Moldavia, Wallachia or 
Transylvania would be almost mathematically focused on precise, economically-oriented 
goals, defining some “pragmatic approach resulting from the need to complete political duties 
or stick to the trading interest for commodities that were highly demanded on the markets of 
Eastern Europe” (Luca 2004: 49). 

Mineralogy was at the heart of many such voyages, accounting for the presence in this 
part of Europe of such travellers as John Petty or Edward Daniel Clarke, mineralogist and 
doctor of the University of Cambridge. The former of the two, member of the English 
aristocracy, developed a rather keen interest towards the coal areas of the Habsburg dynasty 
(Transylvania, Bohemia, Slovakia). The real object and concern behind this enterprise is yet 
unknown, but not few are the voices that describe it as a rather intelligence-architectured 
mission in favour of the British Cabinet, employed, as he might have been, by his cousin, Sir 
William Petty, Prime Minister of His Majesty King George III. Spy or no spy, it is a fact that 
it was precisely in those upland, coal areas where knight Petty spent most of his time, making 
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surveys, drawing coal mining sites, trying to obtain different ore samples. A pioneer of 
industrial espionage or merely a curious mind, John Petty must have kept a diary of his journeys 
throughout Central and Central-Eastern Europe that would, if found, tell us more about the way 
in which he saw and interpreted the Romanian realities, otherwise reflected in his ample 
correspondence with the Baron Samuel von Brukental. 

Edward Daniel Clarke was equally interested in mineralogy, pursuit that accounts for 
his presence in Wallachia and Transylvania, precisely in the area of Sacaramb, at the feet of 
the Metaliferi Mountains, kn own as one of Europe’s largest gold deposits. What he leaves 
behind is not just a series of notes on detailed descriptions of local mineral resources, but also 
a rich and vivid picture of the Romanian life at the beginning of the 19 th century. Impressed by 
the Latin-origin of the people and the striking resemblance between the Italian and the 
Romanian language, Clarke offers valuable information on the traditions and customs of the 
natives, evermore valuable as he manages to sketch a kaleidoscopic portrait of the Romanian 
people, immortalised both at times of great celebrations (weddings, balls) and also at times of 
endless pain (funerals, wakes). “Nothing appeared to us more remarkable than the language. It 
is not enough to say of it, that it is nearly allied to the Latin: it is in many respects purely so; 
the difference between our way of speaking Latin, and theirs, consisting only in the 
pronunciation. All the principal names of things that a traveller requires, particularly of 
provisions, are Latin words” (Clarke 1816: 258). 

John Newbery, who offers one of the first descriptions of Moldavia in the 16 th century, 
is almost exclusively interested in aspects of economic nature, paying much attention to such 
details as the price of main goods, the level of taxation, etc (Holban, vol. II: 485) and little, if 
any, to all the other aspects that would tell the real story of the people. 

A biased referential perspective, exclusively and almost brutally filtered through the 
canonical values and modus operandi of the western civilisation brings together the narratives 
of many such travellers on Romanian lands, a fact that would not only characterise the 
perception of the people who lived centuries ago, but it would also shape the minds and 
‘cripple’ the spirit of some contemporary visitors. The former Romanian Principalities wove 
their history under the nippy winds of history and at the crossroads of empires; not taking the 
time to listen to their (hi)stories would lead to failing to grasp and understand the very essence 
of things. Of all the peregrines that visited these Eastern lands, British travellers have been 
among the harshest judges (Holban 1970) artificially and erroneously displacing 
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epistemologies, transferring identity representations upon foreign existential matrixes. 
Described as the other referential system against which Western Europe would (re)define its 
own cultural, anthropological profile, the realm of the East metamorphosed the limit of 
beyondness - orientalness as opposed to europeanness, barbarism to civilisation, mysticism to 
logic, tradition to modernity, corruption to lawfulness, sensuality to ethics, eclecticism to 
rigorousness. At the crossroads of geographies, cultures and mentalities, stereotypes come to 
life and shape constructs that end up distorting through negative attributions, rather than 
building. The Western observer finds himself caught in the intricate webbing of orientally 
imbued, autochthonous, and foreign codes whose understanding requires time, resonance with 
this locus mundi and its energies. He becomes the cartographer of conceptual maps that do not 
focus as much on the geographical frontiers, as on the mental borderlines, thus delineating a 
territory of irreconcilable differences, an almost antagonistic counterpart of the classical West, 
canonical in its rigour and epistemologically related to such inspiring concepts as intellectual 
superiority, political hegemony and a crucible for new, progress-generating ideas. 

Nevertheless, even the severe, critical eye of the western observer has to acknowledge 
the traditional hospitality of the Romanian boyars - though the following fragment was taken 
from a French chronicle, Nouvelles observations sur la Valachie: “Les boyards ou seigneurs 
de la Valachie sont tres-hospitaliers envers les etrangers; il sont grands et genereux: c’est une 
justice a leur rendre avant tout” (Laurcncon 1822: 29). A land of extremes, the Romanian 
Principalities often catch the eye of the finest of the observers with the luxury and even 
opulence of the boyar’s attire and living. Men and women impress alike and even if they are 
mostly oriental in what clothing, customs, attitude and mentality are concerned, some of them 
prove ready to follow the Western European standards and fashion. 

Sir Robert Kerr Porter, a British diplomat and traveller records the following: “The 
boyars of this city (Boucharest) live in a degree of luxury and splendour hardly to be exceeded 
in any capital of Europe. Their balls and parties, with the jewelled dresses of the ladies, are 
beyond imagination” (Porter 1822: 799). 

General Sir Robert Wilson shares the same point of view, as he himself is mesmerised 
at the sight of such wealth and most of all, squander of it. “The costume of the women is here 
very gay; and I think that I have noticed one or two fashions which will be admired in England. 
That the women are very pretty I need not add: their attention to ornamental dress is a proof 
that they are accustomed to admiration. I have never read of Wallachia’s beauties, but they are 
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no mean rivals of Venus’s better known and more vaunted establishments. If I may judge from 
my dinner today, Wallachia must also be an Epicurean abode. I have seldom sat down to a 
greater variety, or to viands better dressed” (Wilson 1812: 138). 

The glamorous display occasioned by public and investiture ceremonies is also an event 
worth mentioning in the personal annotations of foreign voyagers. “I saw the other day [...]” 
notes Lady Elizabeth Craven, author, playwright and intrepid traveller, “[...] the public 
departure of a new named Prince of Wallachia. The procession was very fine, his own court 
and guards, with many escorts from the Porte, preceded and followed him two by two, a great 
number of horses, Janissaries, and cooks - the horses coverings were of cloth of gold or rich 
embroideries; two white horses tails on sticks, and a kind of cap like a helmet, the emblem of 
his dignity, were carried before him. [...] This cortege lasted a long time, and was really as fine 
a procession as ever I saw” (Craven 1789: 239). 

Focussed mostly on the public, political and popular culture, and less on the cultural 
aspects, British travellers felt like roaming the land of oriental tales, instilled with heavy scents, 
ravishing luxury and breath-taking mystery; it was as if the rigour of a scientist met the elusive, 
ever-changing and challenging perspective of an indefinable other, that may be read and 
experienced either in terms of horizon, self, imagination, fiction, way of life. A scientist may 
never become a magus unless his name is an alchemist. Tributary to a demanding system of 
values and hierarchies, the British observer remained true to his education and world and 
underwent a feeling of separation from civilization while stepping into the world of the East. 
The Question of ‘oriental despotism’ finds itself at the very heart of the game of cards that 
draw political geographies and distilled mentalities on a map antithetically governed by the 
rationality of the West and the laissez-faire of the East. 

William Wilkinson, general consul of England wrote in 1820: “None of the events that 
had influenced the political existence, and undermined the public spirit of the Wallachian and 
Moldavian nations, proved more ruinous to them than the system of policy introduced by the 
Greeks of the Fanar, when they were placed at the head of the principalities. Humiliated, 
degraded, and oppressed as the Greeks were, since they had ceased to be a nation, civilisation 
degenerated among them, in proportion to the weight and barbarism of the yoke that had been 
imposed on them, and they had insensibly contracted those habits of corruption, and servile 
obedience, which must be inseparable from a state of slavery similar to theirs. Dissimulation 
and falsehood became the most prominent features of their character; and, in short, the force 
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of the causes which acted upon them incessantly, familiarised them, by degrees, to every thing 
that could be degrading and humiliating to man” (Wilkinson 1820: 95-96). 

No wonder than that “The absurdities of superstition, which for so great part of the 
fundamental principles of the present Greek faith, have gained equal strength in Wallachia and 
in Moldavia: even the most precise doctrines of the Christian religion are there corrupted by 
the misconceptions or selfish views of low-bred and ignorant priests, a set of men, indeed, who 
have here made themselves a manifest to the sanctity of the Christian name. A celebrated writer 
(Voltaire) has said that ‘Climate has some influence over men; government a hundred times 
more, and religion still more’” (ibid.: 151). 

Romanians’ religiosity, intimately infused by the Latin phamiacum with its incantation, 
magic spell, itself a most delicate metamorphosis between asceticism and dogmatism, seems 
to sharpen the differences between the enlightened Western Christianity and the passionate 
Orthodoxy. Looking at things from the perspective of the sign of equality, treading new roads 
with old compasses, and drawing conceptual maps of the mind instead of (re)defining truthful 
profiles of land and peoples, foreign observers must have failed to become spectators of the 
whole panoramic perspective, complacent as they were with the scratched shards that reflect a 
distorted, infinitely undersized dimension of things. Although the authenticity, the honesty of 
the testimony, the accuracy of information have to be constantly taken cum grano salis, the 
value of such chronicles goes beyond their intrinsic importance. Regardless of their identity - 
diplomats, missionaries, adventurers, scholars, merchants or occasional witnesses, all foreign 
travellers brought their undoubtedly unique contribution to the description of the Romanian 
Principalities and of their rise and fall. 

A journey through the realms and centuries that wrote the (hi)story of the Eastern part 
of the Old World is a delicate dance circumscribed to the same paradigm - while the East 
struggled to legitimize its reform through an ample reference to the values of the Western 
Enlightenment, the West would still remain the inflexible prisoner of the geographic and 
spiritual dichotomy that (still) polarizes the European spirit. 
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Abstract: A true reader, Nicolae Balota reveals unknown aspects of literary order, and the 
theory of the demon that possesses him is often sacrificed in search of a realistic or religious 
metaphysical route. Writers could be divided into two types: those who discover new spiritual 
continents, and others who preserve previous rules, breaking them. The methodological critic, 
The Librarian, is in search of the intellect, just as Dedalus in the ancient myth. Somehow, 
Nicolae Balota refuses to be jouisseur and agrees to be ascetic, but evades in the senses 
through the intellect. Even if the pleasure of the game is not visible for Nicolae Balota the 
critic, the seriousness with which he captures the life of books makes one understand the types 
of knowledge of consciousness in relation to forms. 

The critic Nicolae Balota does not identify himself with the texts he refers to; he does not seek 
their veracity, although he is sailing as an Argonaut in the ocean of literary works. Even if we 
draw a similarity between Nicolae Balota, The Librarian, and The Chosen One, we have to 
bear in mind that the masks they take on refer to an image that offers a new reality. Through 
the ambivalent terms of people-authors characters, as seen by Nicolae Balota, we tty to see to 
what extent the critic projects himself in the ordered life of others in to lighten it and to darken 
any open door to the depths of his personality. The status of the wandering author and the 
literary work undergo the supreme virtue of theoretical interpretation using concepts or images 
on the theatre of the works that Nicolae Balota regards as his home and maybe that of his 
readers. Thus, the critic Nicolae Balota meets the rhythmic voluptuousness voices of the poets, 
a gateway into their own being. The critic does not accept poetic enciphering by syntactic 
dislocation, but he seek creative elements within the language, the great original poetic voice, 
visible in the shape of words, awaiting them in the verse which means simultaneous order and 
disorder. The poetic art is placed in the centre of the things visible to the critic who oscillates 
between absolute intellectualism and emotion of art. The idea of order, like a temptation, calls 
his name. The expression remains constantly in the forefront and even if in the critical style 
one can notice a reference to the literary motifs and themes, for Nicolae Balota, the intimate 
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nature of his thinking refers to the spiritual “heautontimoroumenos” warfare, a way of 
communication with the self. 

Keywords: Nicolae Balota, The Librarian, The Chosen One, Argonaut, heautontimoroumenos 


Am selectat special acest titlu simptomatic, scris cu semnul intrebarii, intrucat, el, 
eseistul Nicolae Balota, integreaza, in coordonatele mai largi ale victii, ale istoriei mitice sacre, 
exemplare semnificative, deja formulate de alp cercetatori. in viziunea eseistului Nicolae 
Balota, plasmuirile narative interbelice i§i revela misterele cu ajutorul unor viziuni, elemente 
hiero-fante, mijlocind intre structura imaginara imaginapa plastica §i insufleptoare a 
scriitorului §i a cititorului virtual. 

El, hierofantul eseist, poseda abstractiuni metafizice, cunoastc tehnica de construcpe si 
poate ajuta perceppa spirituals, stabilind, in acclasi timp, o pozitic vie, intrucat fumizeaza 
modele umane pe care el insu§i le-a verificat. Trecut prin iniperea dureroasa a carcerei, Nicolae 
Balota are con§tiin|a ca este un inipat, un ales, ce poate comunica din interiorul literaturii 
(operele studiate), din afara literaturii (teorii filosoficc, mitice si teorii de structura literara), 
dinlauntrul sau insu§i (cxplicapilc sale nu pn doar de invapirca regulilor, ci de capacitatea 
dobandita de a i se revela adevarul cu dovezi a posteriori). 

Timpul in care traicstc Alesul devine acum un timp special, de de-scriere a operei 
artistice ca o suma de intclegcri fundamentale, existente la origini si repetate ritual in textul 
literar. Nicolae Balota nu se mai intoarce la starea profana de toate zilele, el este un Sacerdot, 
un Ales, ce poate transmite moral, re-povestind istoriile, ceea ce e cscntial in nastcrca operei 
literare si in sfanptul acesteia. Dupa cxpcricnta de anabasa §i catabasa, Nicolae Balota a stabilit 
in lume o garanpe a fccunditapi proprii; in plan cultural Hind un sacrificat, primestc capacitatea 
soteriologica de a salva cititorii, organizandu-le pennanent gandirea simbolica, mentalitatea, 
stabilind corespondenlele dintre literatura romana §i mi§carile tradiponale europene. Nicolae 
Balota nu se mai teme de viziunile escatologice ale universului, pentru ca, legat de cosmos, §tie 
ca orice moarte ascunde in ea o rc-nastcrc; fiind ales, el, Nicolae Balota poate domina 
hermeneutic, in principiul operei studiate §i in rostul lectorilor indrumap sa upeleaga cu 
ajutorul filtrului sau, lumea insap. Amurgul unor zei §i aparipa altor zei, comunipi, il 
intereseaza mai pupn, deci spaima sa de altul, demon sau infern, nu-1 mai bantuie. Chiar daca 
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anumite mistere sunt degradate, el, Nicolae Balota, e un androgin ce folose§te cuvintele 
ennetic, drept unealta, interpretand hermeneutic cate o carte de capatai. 

Nicolae Balota este un Bibliotecar-Ales, un Sacerdot al lecturilor cu care intrepne, 
ritual, o participare la ritmurile cosmice. Garble de capatai il transfonna pe el, alesul, intr-un 
polihistor ales §i savant care dcstcapta sufletele adormite fara ironie, doar asumandu-§i 
libertaple eseului. Dupa ce a parasit sensul autentic trait, iniperea sa in codul modem il arata 
drept un Magistru in sistemele de semnalizare lingvistice. Initicrca face posibila traducerea 
fragmentelor din operele scriitorilor intr-un sistem general; el, Nicolae Balota, decodifica 
operele, le interpreteaza cu ajutorul demersului hermeneutic, descopera corcspondentcle, 
citeste limbajele secrete si observa ca nimic in literatura romana nu este intamplator, indiferent 
daca sensurile se pot modifica sau transfonna, literatura ramanand o components stabila in 
consunet cu sectoarele mitice. 

Pe orizontala, Nicolae Balota demonstreaza asemanarile si deosebirile in selecpa 
problemelor, pe verticals incearcS sa descopere demnitSple metafizice speciale. Inainte de a li 
istorie, fenomenele de culturS sunt semne de existen^S ontologies, pe care fdosoful henneneut 
le interpreteaza. Pasiunea pentru mit il obliga pe Nicolae Balota sa treaca dincolo de 
evenimente, sa caute semnul, sa-1 inleleaga, sa-1 deschida. Universul obsesiv al unei psihologii 
a imaginapei pne de un arhe, de principii originare si alesul descopera organizarea temelor in 
juml unui complex (apa, fecunditate, noapte, perla). 

El, Alesul, Nicolae Balota, nu confunda planurile, ci dez-valuie autenticitatea, dez- 
leaga sensul si mecanismele, interpreteaza viziunile, stabilind centml, inocenta sau rclapa 
acesteia cu moartea. Motivele sunt corelate intre ele, se fac paralelisme cu obsesiile poetului, 
hermeneutica neoferind doar paralele exterioare, ci §i explicapi cauzale, principii care 
lumineaza, releveaza cu ajutorul unui efort. Nicolae Balota este un hermeneut, adica un critic 
literar care exploreaza operele literare ale altor autori, precum un „argonaut”, si isi propune sa 
explice calitaple operei in discupe din 3 perspective: 
legatura cu inceputurile; 
legatura cu talentul individual si originalitatea; 
relapa cu presiunea artei asupra automlui §i asupra receptorului. 

In selecpa scriitorilor discutap se include valoarea. In combinarea profilurilor §i 
exegezelor se introduc elemente ale criticii hermeneutice. In modificarile realizate in eseuri 
sunt cuprinse elemente ale spapului de revelape asupra capacitapi operei literare de a interveni 
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in cercul imaginarului autorului §i cititorului, creand un spa(iu-capcana ce elibereaza insul de 
mecanismul obsesiei, de dezradacinare, §i propune un model initiatic cu ajutorul cuvintelor. 

in spapul culturii universale, opera lui Nicolae Balota trimite la spapul francez (Marcel 
Proust), german (Thomas Mann), la spa(iul englez (D.H.Lawrence, Aldous Huxley), american 
(William Faulkner), la spatiul rusesc (Mikhail Lermontov), la Occident §i orient (romanul 
japonez).Din perspectiva timpului, opera sa ne intoarce, de la literatura Egiptului antic, la 
literatura latina sau la aceea shakespeariana, sau a lui Holderlin, pana la Aragon, iar din cea a 
perspectivei genului literar, se poate observa o calatorie comoda prin vocile liricii moderne 
(Rimbaud, Rilke, Valery) sau in Babel-ul romanelor din secolul XX (Alejo Carpentier), precum 
si in opera memorialistilor (Voltaire, Stendhal) cu preferin(e pentru literatura savanta (Caillois) 
sau aceea de frontiera (calatoriile). 

Daca adaugam studiile despre universul prozei romane§ti contemporane (Ion Marin 
Sadoveanu, §tefan Banulescu, Fan us Neagu, Alexandru Ivasiuc, Dumitru Radu Popescu) la 
monografiile prestigioase despre scriitori (Urmuz, Tudor Arghezi, Alexandru Philippide) sau 
despre curentele literare (futurism, expresionism, suprarealism) sau despre probleme 
controversate ale literaturii (cum este problema absurdului), observam ca aproape nu este 
domeniu al artei in care autorul sa nu-si li proiectat personalitatea. Iar daca admitem ca, in 
trecerea de la Euphorion (1960) pana la ultima edi(ie a Luptei cu absurdul (2001), este cuprinsa 
o intreaga via(a concentrate de critic §i istoric literar, recunoa§tem ca scopul acestei opere este 
crearea unei car(i ce poate „exorciza” demonia negatoare, coruptibila, a timpului. Destinele 
literaturii §i ale teatrului sunt regasite §i definite prin intermediul enigmelor si necunoscutelor 
imaginare. Metoda critica particulara, aceea a cxplicatici hermeneutice, tine de nevoia de a 
initia, intrucat enigmele in plan exegetic se ivesc la tot pasul §i conflictele din universul 
literaturii trimit la conflicte din universul real. 

Credem ca adevarata personalitate a omului ce vrea a se cunoa§te pe sine in Caietul 
albastru se prefira prin intcrstifiilc altor texte, refuzand mysterum tremendum, temperand 
momentele propriei spaime, cu ajutorul spectacolului altor opere literare. Patruzeci de ani de 
critica literara demonstreaza inexistcn(a unei prefcrintc speciale, capacitatea de a analiza, 
tcntatja de a selecta, pentru interpretare, opere de oriunde si din orice timp, daca aceste opere 
reprezinta o valoare magnetica pentru autor. 


209 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Am putea crede ca toate operele literare il ispitesc simultan, succesiv, iar temele 
privilegiate seamana cu Ispitirea sfintului Anton, tentage a lui Flaubert ce acponcaza cu 
ajutorul grotescului, sau al dramaticului, asupra firii omului Nicolae Balota. 

Tentapa lui Nicolae Balota, hybris-ul sau, tin de o insu§ire bulimica, o asimilare enorma 
a lumii literar-artistice, fie plastice, fie a cuvantului, fie chiar stiinpficc, generata de nevoia de 
a trai citind. Surprindem aceasta deschidere in trimiterile la propria-i persoana din analizele 
hermeneutice: „Ori de cite ori citesc un roman de Zola (ma gindesc la lecturile din ultimii ani, 
printre care cea recenta, a Bucuriei de a trai), retraiesc invers §ocul pe care 1-am avut in 
adolescen|a citind L’Assomoir. §oc al concretului imediat, al brutalitapi realului vazut in 
maruntaiele sale, al unei materii dezvelite brusc in sinele ei impudic (ca orice rezultat al unei 
dezgoliri pentru o sensibilitate puerila). Aceasta traisem atunci, asociat cu oroarea fascinata a 
unei vorbiri ce mi se parea antiartistica, de o crasa vulgaritate, discursul insu§i nepermis in 
literatura. 1 ” 

Stilul critic al lui Nicolae Balota, plin de informapi savante, de trimiteri scrise cu litere 
aldine, italice, se raporteaza la figura mitic-simbolica de tip baudelairian 
heautontimoroumenos. Jocul imaginilor din con§tiin(a estetica a lui Nicolae Balota seamana 
cu acest contrapunct muzical, cartea presupunand, pentru autor, o cxpcricnta thanatica pe un 
fond erotic. Estetul Nicolae Balota creeaza produc(ii critice parabolice. Temele multiple, 
privite in coborarea ad inferos sau in urcarea ad superos, au, in subtextul necunoscut de autor, 
un patos ca o cautare a unei sfere desenate de reveria mortii. Aceasta inseamna o indepartare 
sau o apropiere ce trimite la un adevarat topos critic, o epifanie a pasiunii de tip crepuscular cu 
acumulare excesiva a frumuscplor, intr-o voluptate ce ascunde spaima ca arta este o viapi 
fictiva pe care hermeneutul o vede arzand, nereu§ind sa transforme aceasta belie imaginara 
intr-un triumf al vie(ii. 

Cu toate ca volumele se numesc Umanitap, Lupta cu absurdul, Mapamond literar, ceea 
ce descoperim, ca metafora critica exprimata in toate mastilc autorilor care se apropie de 
Nicolae Balota, este echivocul cult al frumosului consticnt de accesul interzis la eternitate.Este 
posibil sa existe interpretari ale operei lui Goethe pe care nu le-am intalnit, dar credem ca, intre 
viata rabdata, cea voita si cea visata, vial,a visata din interiorul temelor ramane cea a unei 
biblioteci eterne cu un Bibliotecar etern, Euphorion. 


1 Nicolae Balota,Mapamond literar,Editura Cartea Romaneasca,Bucure§ti, 1983,pp. 137-138. 
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Ordinea ideilor (ordo idearum) reflecta ordinea lucrurilor (ordo rerum). Ceea ce scrie 
Nicolae Balota e ordinea afectului (ordo amoris), cu emo(ie si ironie, in critica sa autorul dorind 
sa demonstreze ordinea simbolurilor (ordo symbolicum). Perspectiva prin care „joaca” criticul 
Nicolae Balota ramane aceea a unui pretins dialog, tulburator prin nevoia de exprimare fa|a de 
ordinea ideilor, superioara lumii lucrurilor. Spiritualitatea i§i gascstc cxpcrienta in dubla ordine 
a labirintului, simultan ordonat si haotic, arbitrariul carplor care-1 inconjoara fiind recreat, cu 
ajutorul iubirii, in ordinea cartilor sale. Rareori Nicolae Balota propune opere literare ce nu pot 
fi inchise in lumea iubirii sau in aceea a parabolei. Aprecierea unor opere de criza a semnului, 
opere absurde, arata ca numinosul este, in realitate, subiectul eseurilor sale. Ordinea simbolica 
pome§te, de la insinguratul romantic Nicolae Balota, catre damnatul critic, pana la observatorul 
absurdului ce sesizeaza ca adevarul se inscrie §i in cuvant si in obscuritatea acestuia, procedand 
in 3 tehnici: 

eliminarea datelor literare ale operelor care nu-i plac; 

incifrand eseuri despre opere ezoterice; 

descifrand, in discursuri critice, misterele propuse de el insusi. 

Nicolae Balota §tie ca nici un scriitor cu adevarat important nu poate fi incadrat in 
anumite curente sau tipare, dar §tie ca exista non-opere de arta cu care nu se ocupa si ca fdonul 
subteran al unei poezii sau al unei opere literare trebuie revelat, precum hermeneutul trebuie sa 
descopere, in c reap a seniorilor, peregrinarile de urcare sau de coborare in taramurile 
melancolice sau misterioase ale numelor. Rctinem ca lumea din care extrage temele este aceea 
a cuvintelor, chiar atunci cand criticul vorbcstc despre el insu§i, precum in Caietul albastru. 
Caracterul dual al personal itapi lui Nicolae Balota, contemporan si clasic simultan, apare 
concentrat in discupa despre lumea critica a lui George Calinescu. Initicrca in cuvantul critic 
calinescian se face prin antagonism, prin spectacol, printr-o actualizare a esen(ei in campul 
fiin(ei contemplatoare. Arta critica descopera intotdeauna calea de eliberare, prin revelarea 
fabulosului mitic. Mitul propriu-zis este repede inlocuit cu posibilitatea estetica de a examina 
formele invizibile. 

Tentativele lui Nicolae Balota (in de descoperirea nu atat a unei lumi mitice, cat a unui 
limbaj primordial, limbajul pasarilor, in sensul ca autorul incearca o reintoarcere spre lumea 
originara, spre realitatea ascunsa. Orchestrarea lucrarilor sale critice ramane astfel labirintica, 
apropiata de phantasie §i mit. Structura romanesca §i aceea poetica apar tratate sub semnul unei 
voin(e baroce de a scrie o noua mitologie, o mitologie a literaturii de la inceputuri pana in 
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prezent.Descoperirea ordinii simbolice a lumii exemplare porncstc in cautarea unui paradis 
pierdut, regasit in multitudinea carplor: „Dcsi gandirea mitica e ecumenica, mitul reprezinta un 
mod de cunoastcrc ezoterica. Temele, simbolurile sint cunoscute de top cei care fac parte dintr- 
o colectivitatea (trib, clasa, popor). 2 ” 

intrucat lectura cere neaparat o initicrc, criticul are calitatea de a conduce cititorul spre 
ferestrele similii-rcalitapi romane§ti. Distorsiunile din imaginarul interior, deseori provocate 
de labirintul operelor exterioare, creeaza aspectul ordonat si haotic simultan din treptele criticii 
sale. Operele literare sunt organizate ca un labirint, o lume a semnelor ce se cer interpretate, 
intrucat se tine seama de exteriorul fizic, de interiorul psihologic §i de privitor. Capacitatea de 
a percepe deplasarile lumii obiectelor, ale lumii ideilor sau ale lumii dragostei, nelini§titorul 
labirint al cartilor, proiecteaza critica lui Nicolae Balota in tcntapa unui demiurg care prive§te 
toate operele literare §i care se angajeaza in descrierea acestora, intrucat e fascinat de structura 
discursului estetic. Ordinea operelor literare (epice, lirice, dramatice) poate sa fie clasificata cu 
ajutorul temelor (epoci baroce sau absurde), dar registrul cscntial este dat de combinarea cu 
nenumarate enumerari. Explorarile in universul umanitapi, cu ajutorul structurii critice, 
folosesc ca metoda nu doar henneneutica, ci si stabilirea unor corespondenje §i analogii 
Dicotomia altcrnantelor il preocupa pe Nicolae Balota, precum §i imaginea lumii drept labirint. 
Descompunerea ordinii, manifestata sub forme anarhice, reprezinta modul de evadare a omului 
Nicolae Balota in miraculos. Unirea lucrurilor disparate transforma structurile poetice §i 
creeaza o vraja a oglinzii. Ceea ce ofera criticul Nicolae Balota este oglinda oglinzilor §i aceasta 
a doua oglindire preconizeaza o arta critica, un apetit artistic combinat cu unui §tiinjific, o 
descoperire a originii in cuvinte sau in cuvant. 

Arta interpretativa la care se raliaza Nicolae Balota cere descoperirea unor chei potrivite 
fiecarei opere literare. Comentariul rclapei dintre planul eticii literare §i critica impune nu doar 
contemplate, ci si acpune, „frana etica”. Primatul criticii presupune un model critic care doar 
sugereaza, ajutand opera sa fie ceea ce este, nu obligand-o. Aceasta accentuare a sensurilor 
reevalueaza trecutul, presupune o lectura in interior, o pluralitate a sensurilor, criticul intrand 
in intampinarea autorului si autorul venind in intampinarea criticului. Sfiala autorului si a 
criticului o reprezinta taina initiatului, cele doua puteri contrare operand in planul cosmic §i in 
planul crea|iei. 


2 Nicolae Balota,Euphorion,Editura Pentru Literatura,Bucure§ti, 1969, p. 115 


212 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


incercam sa sugeram existen^a unui sistem eseistic nou §i a unei constiinlc critice noi, 
hemieneutice, nu atat in profilurile §i exegezele critice, nici in cautarea unui destin impotriva 
morpi, sau in ordinea si dezordinea cuvintelor, cat mai ales in explorarea unui arhe semnificativ 
in operele literare. 

Parcurgand titlurile crcatiilor de dupa 1969, se poate vedea o dubla cautare: pe de o 
parte, a unui sistem general (Lupta cu absurdul, De la Ion la Ioanide, Arte poetice), pe de alta 
parte, a unui sistem particular, in micromono grafii ce ar reactualiza ritualic substarfia cscnpala 
a arhe-ului (Urmuz, Al. Philippide, T. Arghezi). A dm i tin d ca, precum in mituri, Nicolae Balota 
povestcstc intamplari sacre ale caror modeluri se afla la origini, iar actualizarile lor in povestire, 
in simboluri, ne obliga la o cunoa§tere dubla: profana si sacra. Timpul pro fan il reprezinta 
experien^a lecturii obisnuitc, timpul sacru il reprezinta o lectura ce cauta raportul cu originea, 
reinnoirea tipica a arhe-ului, organizarea sensului initial in alte miscari estetice. 

Ceea ce face criticul hermeneut este o ceremonie de aflare a prezen|ei sacrului in viata 
profana. Descoperirea con^tiintci mitice determina nu atat transformarea nonnei, ci cautarea 
unei scheme in care celalalt este necunoscutul: „tot astfel Mircea Eliade interpreteaza 
inchiderea in norme a sufletului arhaic drept un refugiu in certitudine din spaima de necunoscut. 
Teama cea mare de a i se contrazice sau chiar suprima icoana pe care si-o facuse despre sine e 
identica la omul arhaic cu spaima de moarte. 3 ” 

Aceasta cautare a reintegrarii unei opere „profane” in sacru intereseaza hermeneutul, 
cunoscator al unei lecturi de adancime a caror ritmuri sunt magice §i interioare. Intrarea in 
ritmurile dirijate de luna, soare, umiditate, zi, noapte, in caile intortocheate ale asociatiilor, este 
impinsa pana la dorinta de a comunica, pana la ezoteric, precum in analizele hermeneutice, 
aplicate asupra sa. 

Cavaler ratacitor printre operele altora, Nicolae Balota este ispitit deopotriva de 
biografii cat si de ficpuni, iar egalitatea distan^ei critice presupune incercarea de a face simpta 
taina.Chiar daca inventio, selec^ia pe care o face Nicolae Balota, este uneori raportabila la 
comanda sociala, sigur ca dispositio, aranjarea discursului, se raporteaza la un critic baroc 
artificial, hermeneut care trateaza autorul,precum un misterios obiect in mi scare. Trecerile 
stilistice sunt voit sau nu asianice, prin dubla organizare §i dezorganizare: o data, reveland 
personalitatea lui Nicolae Balota si alta data, tinand seama de prezen^a activa a scriitorului la 
care se refera. Explorator in lumea bibliotecii, Nicolae Balota se integreaza ca un Ales al sorfii 


3 Idem,ibidem,p.426 
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in timpul sau, timp pe care-1 prct,uicste si-1 frecventeaza, precum un sacerdot al lecturilor. 
Masca autorului arata ca Nicolae Balota este in continua legatura cu inceputurile, cu talentul 
individual, dar mai ales cu operele literare.. Prin parcurgerea lumii duale si a lumilor create 
mitic de Nicolae Balota putem accentua nevoia de patos §i de apatie drept crcapi simbolice 
doar pentru a supravic(ui. Universul sau cuprins de acedie, este plin de triste(e, iar mutatjilc pe 
care le dore§te critica tanara cer o rastumare dinlauntru §i nu din afara. Rosa mystica din 
provincia mistica a ardeleanului este floarea de coll pe care ne-o ofera ca metafora critica si 
astazi. Ordinea oferita de floarea reginei nu aduce compensate practica, dar deplaseaza 
interesul spre rclapa cu Celalalt, relate fericit rezolvata de critica lui Nicolae Balota. 
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Abstract: This study is an attempt at making a short analyse of the way in which Romanticism was 
perceived and represented in Europe. The paper is a brief presentation of the first research in this field 
written by a Romanian Anglicist In the first part of his study, the author analyses the theoretical features 
of Romanticism, focusing on the English one in the second part. It is also examined the impact of 
acceptance the notion in Europe mentioning what French people call “La Mouvement Romantique”, 
German ones: “Die Romantische Schule”, or the Englishmen: “The Romantic revival. The case of 
English Romanticism is the example suggested by this paper, as I consider it highly relevant for the 
English phenomenon. 

Keywords: English romanticism, revival, literature, Intellectual Beauty 


I. Aspectele teoretice ale romantismului in general §i ale celui englez in 

special 


Dcsi in anul 1921, tema romantismului a fost initial prezentata de Marcu Beza la 
Funda[ia Culturala Carol I, „dupa insarcinarea Universitapi din Bucure§ti” [Marcu Beza, 
Romantismul englez, Bucure§ti, Editura Cartea Romaneasca, 1921, p. 5] intr-un ciclu de 
prelegeri, eseul Romantismul englez scris de Dragos Protopopescu reprezinta cea dintai ampla 
cercetare metodica a fenomenului romantic englez in literatura romana. 

Marcu Beza situa inceputul romantismului in a doua jumatate a secolului al XVIII-lea, 
cand „hotarele lui se ivesc inauntrul literaturii ce avea sa o inlocuiasca” [Marcu Beza, 
Romantismul englez, Bucure§ti, Editura Cartea Romaneasca, 1921, p. 6]. Prezenta scriitorii 
preromantici si analiza valorile scmnificativc ale operei celor sasc mari scriitori romantici: 
Coleridge, Wordsworth, Walter Scott, Byron, Shelley §i Keats. 
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in prima parte a studiului sau, anglistul roman analizeaza aspectele teoretice ale 
romantismului in general §i ale romantismului englez in special: „acest romantism n-are, de 
fapt, decat un singur punct comun, acela de a fi al tuturor epocilor si popoarelor” [Drago§ 
Protopopescu, Fenomenul englez, Bucurcsti, Fundatia pentru literatura §i arta „Regele Carol 
II”, 1936, p. 221]. Anglistul subliniaza in mod deosebit latura istorico-literara a curentului 
romantic, el vede in romantism o coordonata eterna a scnsibilitapi si a imaginatici umane §i 
observa prezcnta elementelor romantice in poemele homerice, in Kalevala, in Ede-le 
scandinave, in Chanson de Roland, in Cantecul Nibelungilor: „Romantice sunt in mare parte 
poemele homerice, ca §i Kalewala, - poema finlandeza de peste douazeci §i noua de mii de 
versuri, adica tot atat de mare ca Iliada. Romantice sunt pasionatele Saga §i Ede scandinave, ca 
§i Chanson de Roland §i Nibelungenlied, ca §i legenda doctorului Faust, Beowulf ca §i 
arhitectura de Perle des Mittelalters a Nurenbergului, turnul din Pissa ca §i Shelley, Calderon 
sau Shakespeare”. [Dragos Protopopescu, Fenomenul englez, Bucurcsti, Fundatia pentru 
literatura §i arta „Regele Carol II”, 1936, p. 221]. 

Anglistul constata ca „literatura are o mi scare pendulara” [Drago§ Protopopescu, 
Fenomenul englez, Bucurcsti, Fundatia pentru literatura §i arta „Regele Carol II”, 1936, p. 
223] deoarece, din punct de vedere istorico-literar, romantismul simbolizeaza „stanga literara” 
in timp ce clasicismul reprezinta „dreapta literara”. 

II. Romantismul - o coordonata eterna a sensibilitatii §i a imaginafiei 

Dintre toate miscarilc romantice europene, romantismul englez ramane singurul 
romantism autentic in acccptiunca anglistului roman. Caracteristicile acestui romantism sunt 
date „in primul rand de lipsa lui de organizapc”, de lipsa unei scoli romantice in Anglia - „un 
grup cel pupn, care sa duca o lupta in numele unui crez rcvoluponar” [Dragos Protopopescu, 
Fenomenul englez, Bucurcsti, Fundapa pentru literatura §i arta „Regele Carol II”, 1936, p225]. 
Daca in Franca, romantismul impunea literaturii o dogma „tot a§a de rcvoluponara ca actul de 
la 1789”, in Germania, insemna „un prilej de speculate metalizica”, in Anglia, romantismul a 
constituit „o revenire la matca pentru moment inecata in clasicismul francofon” al secolului al 
XVII-lea. 

O alta caracteristica a romantismului englez prezentata de anglistul roman o constituie 
absen[a totala a „rcvoluponarismului” §i a „teoretismului”. Romantismul englez nu s-a impus 
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printr-o lupta literara, asemanatoare cu „batalia” desfafurata in Franca pentru impunerea piesei 
Hemani de Victor Hugo: „Ceea ce francezii numesc La Mouvement Romantique, germanii, in 
faza lui Heine, numesc: Die Romantische Schule, englezii numesc: The Romantic revival: 
reinvierea romantica” [Dragof Protopopescu, Fenomenul englez, Bucurefti, Fun dap a pentru 
literatura fi arta „Regele Carol II”, 1936, p 227]. Dragof Protopopescu prezinta studiul Essey 
on the Genius and Writtings of Pope, 1756, in care Joseph Warton, „mentor al orizonturilor 
noi” analizeaza opera lui Alexander Pope (1688 - 1744), „exponentul cel mai inalt al 
clasicismului englez” [Dragof Protopopescu, Fenomenul englez, Bucurcsti, Fundapa pentru 
literatura fi arta „Regele Carol II”, 1936, p 226]. „Tot rcvoluponarismul acestui eseu se 
marginefte la a situa pe Shakespeare, Spenser fi Milton - poe(i de inspirape oricare alta decat 
clasica - deasupra lui Pope si a prefera acestuia chiar poep in viaja, mult mai obscuri si dubiosi 
pe atunci, Thomson, Gray, Collins”. Dupa ce face apologia sublimului fi pateticului in poezie, 
Warton apeleaza la cuvintele lui Voltaire despre Boileau, pentru a sublinia diferenja dintre a fi 
fi a nu fi poet. 

Considerand ca veacul al XVII-lea este „lipsit de criterii critice” iar termenul de „clasic” 
nu apare in conflict cu cel de „romantic”, Dragof Protopopescu trece la analiza celei de a doua 
faze, „fi ultima a criticei engleze romantice”, parcurgand istoria literaturii engleze, evidenpind 
astfel elementele caracteristice sensibilitapi fi imaginapei romantice pana la sfarfitul secolului 
al XlX-lea, prezente mai ales in prefaja la edipile din 1800 fi 1815 a Baladelor Lirice ale lui 
Wordsworth si in cateva paragrafe din Bibliographia Literaria a lui Coleridge. Anglistul roman 
subliniaza faptul ca pentru Wordsworth limbajul e „mai plin de element reprezentativ” Dragof 
Protopopescu, Fenomenul englez, Bucurcsti, Fundapa pentru literatura si arta „Regele Carol 
II”, 1936, p 257] neexistand vreo difcrenta intre limbajul poeziei §i cel al prozei. 

Spre deosebire de Wordsworth, Coleridge „e mai nou §i mai inalt. Nu insa mai combativ 
in expunerea gandirii sale critice”. „Trecut” pe la §coala romanticilor gennani, a rcupt sa 
devina „cel mai autentic produs englez al metafizicii germane”. Se poate spune ca Wordsworth 
e un clasic pe langa Coleridge, iar amandoi sunt „romantici fa(a de Scott ca vizionarism” 
conchidea criticul roman: ,,Dansii rasar natural din solul vast al naturii §i vitalitapi engleze, nu 
din seria principiilor si dogmelor preconcepute; dansii sunt poep de creape nu de §coala literara 
sau curent filosofic, fi ca atare ii gasim multipli fi felurip, eterogeni ca fi creapa: autentici”. 
[Dragof Protopopescu, Fenomenul englez, Bucurefti, Fundapa pentru literatura fi arta „Regele 
Carol II”, 1936, p. 231]. 
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III. Romantismul englez - romantismn poetic 

A1 doilea romantism despre care amintea Drago§ Protopopescu in expunearea sa, se 
referea la acel „romantism poetic” de tip Shelley §i Keats, care abordau poezia ca „valoare 
umana”. In definirea acestui curent, anglistul roman citeaza atat pe „amicul” lui Swinburne, 
Theodore Watts-Dunton, care vede in romantism „o rcnastcrc a mirarii, a neputintci de a se 
minuna in viapi”, „revolta si fior in fa^a tainelor vie^i” in timp ce clasicismul este „acccppc si 
imprumut de reguli si material poetic”, cat si pe criticul mi§carii estetice de la sfarsitul veacului, 
„poate pe cel mai frumos cap al gandirii poetice engleze”, Walter Pater, care definea 
romantismul ca „the addition of strangeness to beauty” [Dragos Protopopescu, Fenomenul 
englez, Bucure§ti, Fundapa pentru literatura si arta „Regele Carol II”, 1936, p. 231]. 

In acceptiunca criticului, romantismul englez nu e nici polemico-politic ca in Franca §i 
Italia, nici lilosolic ca in Germania, el e, pur si simplu creator, in romantismul englez nu se 
regase§te nimic din „gesticula|ia declamatorie” a lui Victor Hugo, sau „pozele sentimentale” 
ale lui Musset, melancoliile lui Lamartine sau ale lui Leopardi, „reveria sublunara, spectrala” 
a lui Novalis. Romantismul englez este „un romantism poetic” datorita atitudinii lui simple, 
generoase sau directe: „aceasta nota, de create si nu de lupta, nici de scoala sau de doctrina, se 
tradeaza si din al doilea aspect al lui: lipsa de identitate, de omogenitate”. 

Anabzand dualitatea romantismul englez, Drago§ Protopopescu il percepea asemenea 
unei plimbari „pe fa|a literaturii engleze” nu „un calcul de formule §i sinteze”. 

O prima trasatura a romantismului englez, o reprezinta atracpa scriitorilor pentru 
aspectele naturii. Aceasta caracteristica este consecin|a inllucntci mediului natural asupra 
socictapi engleze. Cele mai scmnificativc creapi literare din perioada anglo-saxona, Boewulf 
si The Seafarer surprind aspectele naturii in multitudinea lor. 

„A§a incepe literatura engleza; pur romantic; asa se va si dezvolta”. Daca in secolul al 
XlV-lea, atat Chaucer, primul mare poet englez, cat si Dante §i Boccacio oscilau intre clasicism 
§i antichitate, Spenser §i Shakespeare raman „cei doi parinp ai romantismului englez”, care 
reprezinta cu succes epoca elisabethana. in acest veac de Rcnastcrc engleza, in care Franca a 
dat un Montagne si Rebelais, in Italia un Boiardo, un Aristo, un Tasso, in Anglia aceasta 
Rcnastcrc se realizeaza la maximum de romantism. 
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Poezia lui Edmund Spenser (1552 - 1599), „tatal poetic al lui Milton” [Drago§ 
Protopopescu, Fenomenul englez, Bucurcsti, Fundatia pentru literatura si arta „Regele Carol 
II”, 1936, p. 232] (Milton insusi a recunoscut ca modelul sau poetic a fost Spenser, care 
costituia lectura sa favorita) din The Shepheard’s Calendar, 1579, dar mai ales The Fairie 
Queene, 1596, cu versul ei „colorat cu actualitate §i plin de mireasma paji§tilor §i crangurilor 
anglo-irlandeze”, reprezinta o adevarata „eclosiune romantica” in literatura engleza de dupa 
Chaucer, prin intoarcerea la minunata lume a basmelor §i magiei: „Suntem la un col( de 
metafizica romantica. De sub valul visarii, poetul isi descopera sicsi o lume de trista 
vremelnicie. Filosofia Nimicului care Suntem, intra pe aripile meditarii, sub escorta 
melancoliei”; din aceasta opera „cardinala” izbucncstc „cscn(a romantica a temperamentului 
englez” [Drago§ Protopopescu, Fenomenul englez, Bucure§ti, Funda(ia pentru literatura §i arta 
„Regele Carol II”, 1936, p. 235]. 

IV. Shakespeare, parintele romantismului englez. 

Romanticii secolului al XlX-lea au vazut in Shakespeare, parintele romantismului 
englez, cel ce a descoperit marile sentimente etern-umane, pentru ca Shakespeare „e romantic 
ca tincrc(ea creatoare, romantic ca via(a”[ Drago§ Protopopescu, Fenomenul englez, Bucure§ti, 
Funda(ia pentru literatura si arta „Regele Carol II”, 1936, p. 236]. 

De la Shakespeare, gcncrapilc ulterioare „au inva(at vasta poezie a omului de toate 
zilele. Legile §i restric|iile tragediei clasice cadeau, ca realitatea existen(ei sa vorbeasca cu toate 
contrastele ei, cu amestecul ingenuu de comic si tragic, nobil §i burlesc, sublim §i grotesc - cu 
o fa(a a omului intors spre tainele dinauntru, cu alta spre imbierile revelatoare ale naturii” . in 
Hamlet, Macbeth §i Regele Lear se gase§te problematica omului modern : patimile umane 
intruchipate de Antoniu, Coriolan, Polixenes sau Iago; iubirea si gelozia, „melancoliile 
nesfarfite”, „spiritualitatea sugestiva ca o muzica supraterestra”, „intrebarile” fiin(ei umane, 
„toate elanurile §i deccp(iilc ei”, impreuna cu „natura calda si visatoare ce apar din opera lui - 
era de parere Dragos Protopopescu. 

Criteriul sublimului, caracteristic poetului romantic este mult mai evident la John 
Milton, „Bardul Bibliei” (1608 - 1674), romanticul favorit al secolului al XVIII-lea acest ultim 
reprezentant de seama din aceasta prima faza a romantismului englez, mentionat de anglistul 
nostru. 
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Veacul al XVIII-lea va lua din opera lui Milton, nu atat „excesele de imaginapc §i 
patos” cat mai ales pateticul naturii §i al melancoliei”, „placerile si pitorescul vicpi 
campene§ti”, „rasul §i melancolia” asupra carora Thomson (1700 - 1748) s-a oprit cand a scris 
Anotimpurile: „E amestecul de imagina(ie si sensibilitate ceea ce a permis lui Milton sa taie 
carari noi pentru pasii poetici si sa-§i asume libcrtap de stil si conccppc, care in afara de 
renegarea rimei §i celorlalte rcstrictii clasiciste, 1-au facut inasimilabil unui intreg veac, veacul 
clasicist al lui Edmund Waller, Dryden si Pope” [Dragos Protopopescu, Fenomenul englez, 
Bucurcsti, Funda(ia pentru literatura §i arta „Regele Carol II”, 1936, p. 237]. „Lipsit de 
morbiditate”, chiar si atunci cand este melancolic, „bine zidit in cultura antica, Milton seamana 
cu Homer mai mult decat cu oricare alt poet, considera criticul roman. Acesta recurge la 
metafore §i comparand de natura clasica, fiind „un poet de o inaltimc prea pura, de un sublim 
prea cumpanit si masiv” [ [Dragos Protopopescu, Fenomenul englez, Bucurcsti, Fundapa 
pentru literatura §i arta „Regele Carol II”, 1936, p .238]. 

Clasicismul secolului al XVII-lea este perceput de Drago§ Protopopescu din punct de 
vedere literar, ca un „clasicism de import”, influen(at in mare parte de clasicismul francez. 
Pana la Alexander Pope, numai poetul John Dryden, prin piesele sale de teatru, „tradeaza 
dogma clasica, se intoarce la versul alb al lui Shakespeare”, evoluand spre „un clasicism 
national”, specific englez, care reprezinta „un compromis” intre clasicismul de inspirape 
franceza §i romantismul englez. In aceasta perioada Shakespeare este editat complet. „Mai mult 
decat Shakespeare, este editat Spenser; mult mai editat este Milton §i la fel Beaumont §i 
Fletcher”. Creap a acestora dezvaluie „o lume intreaga de miresme §i culori. Era ca o rabufnire 
de aer proaspat...” 


V. Romanticii englezi ai veacului al XVIII-lea 

in continuare, Dragos Protopopescu studiaza principalii pocp romantici ai secolului al 
XVIII-lea, „marii precursori ai romantismului de la 1880”: James Thomson, Thomas Gray, 
Edward Young §i William Collins. 

Printre romanticii englezi dintre anii 1800 - 1820, Thomson, „cel mai popular poet” §i 
de altfel „cel mai adevarat poet intre Milton §i Wordsworth”, este situat de criticul roman in 
„rangul prim al pocplor de inspirapc traditional-romantica pe continent”. 
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Dragos Protopopescu considera ca prin intermediul poemului The Seasons, scris in 
patru part], intre 1727 si 1730, natura intra in poezia engleza a secolului al XVIII-lea, a§a cum 
cu „luxuriantele dcscrippi exotice ale lui Chateaubriand, ea avea sa intre cam un veac mai 
tarziu, in literatura franceza”. 

Sub adanca influenza a lui Milton din Paradisul pierdut si II Penseroso, stau ccilalti 
poet], printre care Thomas Gray, cel mai mare Miltonian al vremii”, autorul Elegiei scrisa intr- 
un cimitir de tara, care „a inundat vremea §i intreg continentul cu melancolia ei leganatoare, 
molcoma ca un dangat de clopot” [Drago§ Protopopescu, Fenomenul englez, Bucure§ti, 
Fundapa pentru literatura si arta „Regele Carol II”, 1936, p .238], 

Si alte momente ale literaturii romantice engleze care au avut o influenza covarsitoarc 
asupra literaturii continentale au fost amintite de criticul roman. Intaiul il constituie 
descoperirea crcatici lui Shakespeare: „pe continent e trambitat de Lessing iar Goethe cand a 
terminat de citit prima piesa shakespeariana a marturisit ca a ramas ca un orb caruia un miracol 
ii aduce dintr-odata lumina” [Drago§ Protopopescu, Fenomenul englez, Bucure§ti, Fundatia 
pentru literatura §i arta „Regele Carol II”, 1936, p .239]. „Be]ia” produsa in Europa de 
Shakespeare, Gray, Thomson, Young nu a putut fi egalata, dupa cum remarca Drago§ 
Protopopescu, decat „de aceea a altor doua tezaure” de romantism englez din sec. al XVIII-lea: 
Ossian-ul lui James Macpherson iar la trei ani dupa acesta de colccpa de vechi balade a 
episcopului Thomas Percy, cunoscuta sub numele de Percy’s reliques, care scotea la lumina un 
intreg ev mediu. 

E de observat ca asupra romanticilor continentali, - francezi sau germani - romanticii 
englezi ai veacului al XVIII-lea au mai mare influenza decat - cu cxceptia lui Byron §i Scott, 
romanticii veacului al XlX-lea. Un Ossian sau Young sau Elegia lui Gray a facut mai mult 
decat Wordsworth, Coleridge si Keats la un loc. Oricat de sumar uneori §i simplist, 
romantismul englez din veacul al XVIII- lea purta intr-insul tot germenul rcvoluponar, si toata 
substan^a generatoare. 

VI. Neoromantismului englez 

Anglistul Dragos Protopopescu situeaza literatura engleza din secolul al XlX-lea sub 
semnul unui neoromantism si vede in Walter Scott puntea de legatura intre romantismul 
secolului al XVIII-lea si cel al secolului al XlX-lea. Poate tocmai de aceea, considera Dragos 
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Protopopescu, Walter Scott a fost cel mai cunoscut dintre „corifeii romantismului englez de la 
1800”. 

in perioada cuprinsa intre anii 1800 - 1815, dominata de opera §i personalitatea lui 
Wordsworth si a lui Coleridge, cu totul diferit este receptata de anglistul roman coarda 
romantica ce vibreaza. Astfel ca, el observa cum ficcarc poet aduce prin intermediul operei sale 
o nota distincta, individualizanta. Criticul analizeaza opera acestora prin raportarea 
permanenta la teme §i motive: Coleridrge ramane „poetul de calitate al romantismului englez, 
poet al magicului si inefabilului”, in vreme ce Wordsworth este un poet „de cantitate”, un 
„profet care canta pentru tribul sau”, poetul „umanitapi, al rcalitaplor psihologice”, tot asa cum 
Coleridge „era al ircalitaplor misterioase”. Si lotusi „numai lui Coleridge ii eraharazit sa atinga 
cea mai inalta treapta a romantismului creator”. La baza tuturor adorapilor si incantarilor lui 
Wordsworth este cultul religios, el este „poetul de frumusctc biblica al patosului omenesc si 
omniprezen[ei divine, poetul cel mai indragit de Dumnezeu; poetul panteist al romantismului 
englez”, este cel care „consuma aproape intreaga faza prima a romantismului englez” [Drago§ 
Protopopescu, Fenomenul englez, Bucurcsti, Fundapa pentru literatura §i arta „Regele Carol 
II”, 1936, p .237]. 

A doua perioada a neoromantismului englez, cea de la 1820 rcuncstc trei pocp, „atat de 
disparap in crcapc”: Byron, Shelley §i Keats. Aceasta perioada se caracterizeaza, observa 
Dragos Protopopescu, printr-un „reviriment de tinereie §i revolta”. Byron, „cel mai 
international dintre pocpi englezi - cel care a eclipsat odata, cu valva lui fulgeratoare, pe chiar 
Shakespeare, e poetul revoltei, al individualismului cu orice prep’, „e regizorul englez al 
romantismului continental” care realizeaza prin intermediul poemelor sale, o „poza romantica”; 
romantismul sau „e cel mai pupn englez, cel mai pupn natural, cel mai continental”. 

.jnlrcbuinpita ca mijloc §i nu ca scop, poezia lui Byron va fi de la inceput retorica. 
Versul clar si sonor, rima uluitoare, verbul scaparator de satira precisa, personala, nominala 
chiar. Exact ca sa capteze atenpa, ca sa cucereasca pe cei mai simpli, sa epateze pe cei mai 
pretenpo§i” [Dragos Protopopescu, Fenomenul englez, Bucurcsti, Fundapa pentru literatura si 
arta „Regele Carol II”, 1936, p .239]. in schimb, „nimic mai antipodic lui Byron ca Shelley”, 
„poet al spiritului”, „al tincrctii, al ve§niciei si incorigibilei tincrcti, care e tinerctca spirituala”, 
el modifica viziunea asupra naturii: elementele pitore§ti §i melancolice sunt treptat parasite in 
favoarea unei naturi spiritualizate, plina de taine §i mistere. Drago§ Protopopescu vedea in 
poemul Queen Mab, scris la 18 ani, cel mai reprezentativ pentru intreaga sa lirica. „Via[a 
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poetului insap este traita, in versul de o muzicalitate inefabila, pe culmi de abstracti, in aspirari 
si exaltari de idei”. Anglistul roman considera ca „in maltimile lui Shelley singurul conac este 
etemitatea, unica adresa: libertatea” p iata de ce, din aceasta spiritualitate s-au nascut „cele mai 
originale poeme ale literaturii universale”: Prometheus unbound, Hymm to Intellectual Beauty 
p Epipsychidion. 

Keats, „e un pedant mult mai potrivit pentru Shelley, decat Byron. Dintre romanticii 
secolului al XlX-lea, mai top admiratori ai lui Spenser, Keats e cel cu adevarat din linia lui”. 
El aduce un accentuat si ml, al pitorescului; stilul poetului i se pare criticului „a gorgeous 
tapestry”, un covor fastuos. Poezia lui Keats e un cxcrcipu de senzualitate diurna, in care poetul 
ip consuma tot inaccesibilul p inefabilul erotic”. Keats „se ingroapa in melodii p arome, p 
lese sub dansul covoare din ierburile si corolele cele mai iscusite, si sfarma cu fiecare mi§care 
de mana miresme de aer” [Drago§ Protopopescu, Fenomenul englez, Bucurepi, Fundatia 
pentru literatura p arta „Regele Carol II”, 1936, p .239]. 

„Shelley, oricat de poet, avea mai mult ca orice la inima libertatea si revolta; Coleridge, 
filosofia; Wordsworth, natura si pe sine insap”. Pentru Keats, poezia era o fiinta aevea, 
„voluptoasa”, „intruchipata”. 

VII. Originalitatea romantismului englez. 

in finalul studiului sau, Drago§ Protopopescu considera ca „sarcina” literaturii engleze 
consta in permanenta „fabricare” a romantismului, precum §i continua evidenpere a 
originalitapi acestui romantism englez. Aceasta originalitate, sublinia anglistul roman, este 
determinate de faptul ca romantismul englez nu a fost influcntat de nici o mi§care romantica 
straina. Romantismul englez „e una cu trecutul medieval, cu dragostea de natura a Englezului, 
cu spiritul lui religios in adancul lui in^eles de umanitate. Se poate spune ca acestea sunt 
colonadele ce suspn, sub cerul vesnicici, romantismul; si impreuna - facand una cu el - 
literatura engleza insap” [Dragos Protopopescu, Fenomenul englez, Bucurepi, Fundatia pentru 
literatura p arta „Regele Carol II”, 1936, p .239]. 
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THE PRINCE CHARMING OF THE TEAR FAIRY-TALE AND THE 
ANTICIPATION OF THE EMINESCIAN FANTASTIC 


Georgeta Amelia Motoi 
Assist. Prof., PhD, University of Craiova 


Abstract: Considered to be a part of the mythic and folkloric fantastic, with magic intrusions, “Prince 
Charming of the Tear” fairy-tale is also intriguing due to the presence of a multiple typology of the 
eminescian fantastic: the metaphysic fantastic (present in “Wretched Dionis ”), the existential fantastic 
(present in “The Avatars of the Pharaoh Tla”) and the utopic fantastic (present in “Cezara”). The 
initiation direction of the fairy-tale evolves in a romantic vision, built around the finality of the 
reconciliation of opposites. 

Keywords: fantastic, imaginary, ontological, oneiric, cosmogony. 


Plasat tipologic in categoria fantasticului de sorginte mitic-folclorica, basmul 
eminescian Fat-Frumos din lacrima a atras ate rip a criticii literare indeosebi sub aspectul 
anticiparilor unor structuri din prozele ulterioare sau al condensarii unor marci stilistice 
inconfundabil eminesciene. Defmirea generica a acestuia in calitate de basm cult a concentrat, 
de asemenea, eforturile criticii literare: „De aceea, socotim ca adancul sens al actului de create 
in cazul basmului cult consta in luarea pe cont propriu a sarcinii de „dezinfantilizare” a 
fenomenului descris de Mircea Eliade. Are loc o operate arheologica sui-generis, in decursul 
careia izvoarele culte originare nu sunt restituite ca atare (este, aceasta, problema pe care 
exegeza stiintiflea isi propune s-o rezolve; nu mai departe, ceea ce intreprinde §i N. Cartojan 
in monumentala sa lucrare), ci sunt „redistribuite” §i valorilicatc intr-o noua structura creatoare 
(in cazul de fa|a, basmul cult) sie§i suficienta, la a carei alcatuire ideatica si conceptual^ 
contribuie si izvoarele avand un statut mai mult sau mai putin sincronic. Cu Fat-Frumos din 
lacrima Eminescu realizeaza tocmai o asemenea exemplara „dezinfantilizare”. Insusirilc 
artistice exceptional apartin unei structuri prozastice eminamente culte.” - conchide Nicolae 
Ciobanu in lucrarea Intre imaginar §i fantastic in proza romaneasca (Eminescu: 1978, 128). De 
asemenea, Nicolae Manolescu, in Istoria critica a literaturii romane, deschide seria prozei 
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eminesciene cu cateva precizari in jurul conceptului de basm cult reprezentat de Fat-Frumos 
din lacrima: „ Fat-Frumos din lacrima ii atrage atcnpa lui Todor Vianu (care-1 examineaza 
stilistic in Arta prozatorilor romani) prin „atitudinea descriptiva”, care nu e a creatorului 
popular. E adevarat ca Eminescu insista pe aceasta latura in portretul tinerei imparatese, de la 
inceput, ori in prezentarea straielor lui Fat-Frumos la plecarea in calatoria lui fara intoarcere. 
Scenariul fabulos este sofisticat. Unele imixtiuni de mitologie cre§tina il fac pe jumatate absurd, 
Fat-Frumos nu se lupta din capul locului cu Genarul din cauza ca acesta, cre§tin fiind, avea 
puteri de la Dumnezeu, nu de la duhurile intunericului. Prefacut in ccnusa si apoi in izvor, Fat- 
Frumos i§i recapata faptura omeneasca grape Sfantului Petru care, auzindu-i plansul, se roaga 
de Dumnezeu sa-1 scape de soarta rea. Fat-Frumos are viziuni poetice macabre. La final, 
insurandu-se, uita sa se intoarca in imparapa tatalui sau, petrecand la curtea du§manului 
acestuia, cu care se facuse frate de cruce. Intamplarile sunt lipsite de logica, naive, fantasticul, 
hibrid, combinand cliscc folclorice cu motive de pura invcntic. Stilistic, basmul e prea lustruit. 
In fond, etica vitejiilor lui Fat-Frumos este indescifrabila. M. Dragomirescu gasea ca „ basmul 
coniine elemente straine de geniul poporului roman, iar Iorga il considera o „legenda culta”. 
(Manolescu: 2008, 396). 

Pe langa structurile narative de tip nuvelistic idcnti licatc de Nicolae Ciobanu in cadrul 
basmului Fat-Frumos din lacrima, semnalam prezen(a fragmentara, in germene, a unei tipologii 
a fantasticului eminescian, pe care am circumscris-o ca fantastic metafizic (in nuvela Sarmanul 
Dionis), fantastic existential (in Avatarii faraonului Tla) sau fantastic de natura utopica (in 
nuvela Cezara); de asemenea, imaginarul cosmogonic structureaza basmul in notele sale 
fundamentale. 

Tema insasi a basmului este aceea a luptei dintre viata §i moarte, intuneric §i lumina, a 
traseului ini(iatic dcsfasurat, in spirit romantic, in vederea concilierii contrariilor. Aceasta 
schema a antinomiilor cosmice se rcgasestc pe toate planurile narative si reprezinta amprenta 
idealista, culta, a basmului eminescian care debuteaza sub acest semn: In vremea veche, pe 
cand oamenii, cum sunt ei azi, nu erau decat in germenii viitorului, pe cand Dumnezeu calca 
inca cu picioarele sale sfintc pietroasele pustii ale pamantului - in vremea veche traia un 
imparat intunecat §i ganditor ca miaza-noaptea si avea o imparateasa tanara §i zambitoare ca 
miezul luminos al zilei. (Eminescu: 1978, 262). 

Coordonatele temporale sunt marcate istoric, formula populara a fost odata ca niciodata 
fiind inlocuita cu o formula istorica, in vremea veche; eroul Fat-Frumos urmeaza a se na§te din 
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contrarii, din intuneric §i lumina, schema folosita si in intruparea Fuceafarului. Este de 
remarcat filtrul cult activ inca de la inceput in acest basm, atat prin marcajul temporal specific 
(chiar §i delimitarea istorica a duratei razboiului dintre cele doua familii, cincizeci de ani este 
o deviere de la atemporalitatea basmului popular), prin stilistica antinomiilor idealist- 
romantice, dar mai cu seama prin motivul imbatranirii universului §i al nevoii de regenerare, 
care trimite, cultural, la cunoscutul mit al lui Parsifal: Cincizeci de ani de cand imparatul purta 
razboi c-un vecin al lui. Murise vecinul §i lasase de mostcnirc fiilor §i nepotilor ura si vrajba 
de sange. [.. .JTrist se scula din patul imparatesc, de langa imparateasa tanara - pat aurit insa 
pustiu si nebinecuvantat - trist mergea la razboi cu inima neimblanzita; §i imparateasa sa, 
ramasa singura plangea cu lacrimi de vaduvie singuratatea ei. Parul ei cel galben ca aural cel 
mai framos cadea pe sanii ei albi si rotunzi, §i din ochii ei albastri §i mari curgeau siroaie de 
margaritare apoase pe o fa|a mai alba ca argintul crinului. Lungi cearcane vinete se trageau 
imprejural ochilor §i vine albastre se trageau pe fata ei alba ca o marmura vie. (Ibidem, 262). 

Identificam, a§adar, inca din fragmentul de debut al basmului devierea de la stractura 
basmului popular, portretistica feminina inconfundabil eminesciana, dar mai cu seama o 
infratema metafizica, aceea a degradarii universului, a imbatranirii §i mor(ii, respectiv a 
pactului de rczonan(a faustica in vederea salvarii §i a cautarii nemuririi. Numai ca, in locul 
sumbrului pact faustic apare aici stractura imaginaralui crestin al miracolului: Sculata din patul 
ei, ea se aranca pe treptele de piatra a unei bolte in zid, in care veghea, deasupra unei candele 
fumegande, icoana imbracata in argint a Maicei durerilor. Induplecate de ragaciunile 
imparatesei ingenuncheate, pleoapele icoanei reci se umezira si o lacrima curse din ochiul cel 
negra al mamei lui Dumnezeu. imparateasa se ridica in toata marca(a ei statura, atinse cu buza 
ei seaca lacrima cea rece si o supse in adancul sufletului sau. Din momentul acela ea purcese 
ingreunata. (Ibidem) 

Motivul lacrimei reprezinta o prescurtare a motivului apei primordiale, cosmogonice, 
basmul articuland tema rcnastcrii acvatice; acelasi motiv al lacrimei revine cbcular in final sub 
forma unei bai de lacrimi, ca urmare a dorului Ilenei dupa plecarea lui Fat-Frumos: Dar ce 
facuse oare in vremea aceea Ileana imparateasa? [.. ,]Ochii imparatesei Ilenei, orbi(i de plans, 
nu mai vedeau nimic, decat i se parea numai ca-n luciul baiei, plina de lacrimele ei, vedea ca- 
n vis chipul mirelui iubit. [.. ,]Dar cum auzi vuietul venirei lui, fata ei se-nsenina; ea lua o mana 
de lacrimi din baie §i stropi gradina. [...] 
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in aerul nop(ii, Fat-Frumos Tsi spala fa(a in baia de lacrimi, apoi, invaluindu-se in 
mantaua ce i-o (esuse din raze de luna, se culca sa doarma in patul de flori. imparateasa se 
culca §i ea langa el §i visa in vis ca Maica Domnului desprinsese din cer doua vinete stele ale 
diminetii §i i le a§ezase pe frunte. 

A doua zi, de§teptata, ea vedea.. .(Ibidem, 278). 

Sccvcn(a concentreaza, sub forma miracolului produs in regimul imaginarului crestin, 
ceea ce in nuvela Cezara se va dezvolta ca fantastic utopic, ca reverie a implinirii absolute intr- 
un spa(iu insular, matricial, acvatic. Peisajul descris aici are amprenta spa(iilor matriciale, de 
sorginte mitic-folclorica, dar ceea ce se impune este imaginarul inchis, construit, de factura 
utopica, al gradinii „ cu nalte ziduri de fier” in care cuplul se inchide proiectandu-se in 
etemitate. Motivul insulei in care fericirea se dore§te protejata este unul de factura romantica, 
putandu-se urmari traseul prelucrarii imaginarului, de la motivul popular al lacrimii al Maicii 
Domnului, transferat lacrimii imparatesei, apoi lacrimii Ilenei, la acela exclusiv romantic al 
apelor matriciale. Ioana Em. Petrescu remarca prelucrarea in di recti a oniricului a imaginarului 
acestui basm eminescian: „ Structura spapului oniric se rccunoastc in basmele eminesciene, si 
in special in Fat-Frumos din lacrima. Fat-Frumos e prin(ul care cunoa§te doua na§teri divine 
(prima, din lacrima Fecioarei, a doua, din porunca Domnului, care remetamorfozeaza izvorul 
in fiinta umana). Lumile prin care trece sa implineasca incercarile rituale din poveste sunt 
departe de a avea caracterul neutru al spa(iului din basmele populare. La Eminescu, lumile de 
basm poarta caracteristicile spa(iului oniric, vidul din vis, ncsfarsitclc intinderi ale marii sau 
ale pustiei, strabatut in cavalcadele spaimei. lata palatul din insula al imparatului vecin, tanarul 
si melancolicul firate de cruce al lui Fat-Frumos: peisajul se constituie din elementele 
caracteristice ale spatiului oniric eminescian: luna, apele (aici, lacul) foarte senine, foarte 
albastre, prunduite cu nisip auriu, cerul senin, de un albastru intens noptatec, insula cu padurea 
de smarald, in centra palatul (care ar putea fi o biserica, un templu, o masa de altar etc.).” (Ioana 
Em. Petrescu: 1978, 129). Motivul insulei stractureaza, in punctele fundamentale, imaginarul 
acestui basm, dat fiind faptul ca palatul rivalului cu care Fat-Frumos devine frate de cruce se 
afla pe o insula, palatul Genarului este, de asemenea, izolat pe o insula, gradina in care o gase§te 
pe Ileana este un substitut al insulei, fericirea finala a cuplului este protejata intr-o gradina cu 
ziduri de fier §i intr-un mediu acvatic creat din lacrimile Ilenei, echivalent, de asemenea, al 
insulei. Descrierea acestor spa|ii insulare este relevanta pentra similitudinile cu insula lui 
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Euthanasius din nuvela Cezara, degajand un fantastic de tip metafizic, mai precis utopic, 
similar modelului fantastic care structureaza nuvela. 

Astfel, spapul insular unde se afla palatul viitorului frate de cruce este alcatuit din 
numeroase structuri spatialc concentrice (lacul, insula, palatul, sala): Patruns acolo, el vazu in 
boltele scarilor candelabre cu sute de bra|e, §i-n (iccarc bra| ardea cate o stea de foe. Patrunse 
in sala. Sala era inalta, suspnuta de stalpi si de arcuri, toate de aur, iar in mijlocul ei statea o 
masa mandra, acoperita cu alb, talgerele toate sapate din cate-un singur margaritar mare; iar 
boierii ce sedcau la masa in haine aurite, pe scaune de catifea rosic, erau frumo§i ca zilele 
tincrcpi si voio§i ca horele. Dar mai ales unul din ei, cu fruntea-ntr-un cere de aur batut cu 
diamante si cu hainele stralucite, era frumos ca luna unei nopti de vara. Dar mai mandru era 
Fat-Frumos. (Eminescu: 1978, 264). Explorarea acestui spapu de catre Fat-Frumos de 
desfa§oara in tenneni initiatici, cu atat mai mult cu cat prczcnpi acestui frate de cruce din 
imparapa caruia eroul uita sa se intoarca in imparapa tatalui sau, dupa remarca lui N. 
Manolescu, este justificata in ordinea imaginarului romantic al dublului. Acest frate de cruce 
reprezinta imaginea geamanului, a dublului, facand din descinderea in imparapa acestuia o 
subcon§tienta regasire de sine. Daca in basmul popular eroul era propulsat in acpunc de 
intervenpa unui frate al tatalui, aici schema funcponala a basmului este pro fund modificata in 
spiritul idealismului romantic. De aceea, descinderea culmineaza cu o aparenta confruntare a 
dublului din care imaginea dominanta, victorioasa, luminoasa, solara este a lui Fat-Frumos 
(Dar mai mandru era Fat-Frumos), §i tot de aceea ostilitaplc care macinasera un timp istoric 
bine delimitat imparapile inceteaza prin simpla intalnire a gemenilor. 

Cel de-al doilea topos insular, de§i un substitut, o gradina, este acela in care o gase§te 
pe viitoarea mireasa, fata Mamei-padurilor (si acest dublet feminin, mama-fiica, angajeaza un 
simbolism cosmologic, dium-nocturn, via(a-moartc, benefic-malefic), pe Ileana: 

Florile erau in straturi verzi si luminau albastre, ropc-inchisc §i albe, iar printre ele 
roiau fluturi usori, ca sclipitoare stele de aur. Miros, lumina §i un cantec nesfar§it, incet, dulce, 
iesind din rotirea fluturilor §i a albinelor, imbatau gradina si casa. Fanga prispa steteau doua 
butii cu apa, iar pe prispa torcea o fata frumoasa. Haina ei alba si lunga parea un nor de raze 
si umbre, iar parul ei de aur era impletit in cozi lasate pe spate, pe cand o cununa de 
margaritarele era asazata pe fruntea ei neteda. Fuminata de razele lunei, ea parea muiata intr- 
un aer de aur. Degetele ei ca din ceara alba torceau dintr-o furca de aur si dintr-un fuior de o 
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lana ca argintul torcea un fir de matase alba, subtirc, stralucita, ce semana mai mult cu o vie 
raza de luna, ce cutreiera aerul, decat a fir de tort. (Ibidem, 265) 

Faptura de un simbolism vegetal (cele doua femei, mama-fiica au rczonan(c mitologice 
telurice de tipul cuplului grec Core-Persefona, implicand o dimensiune intunecat-telurica, 
respectiv o ipostaza regeneratoare), Ileana nu putea fi situata spatial §i ontologic decat intr-o 
insula vegetala reprezentata de gradina; de altfel, natura lor de zeita(i feminine ale vcgcta(ici 
este data de apartcnenta mamei la lumea haotica a padurii, iar a fiicei la aceea luminoasa si 
ordonata a gradinii. 

Cel de-al treilea topos insular este cel al palatului Genarului: 

in capatul §irului de mun(i, drept asupra marei, se oglindea in fundul ei o marca(a stanca 
de granit, din care rasarea ca un cuib alb o cetate frumoasa, care, de alba ce era, parea poleita 
cu argint. (Ibidem, 269). 

Faptura tenebroasa, cu rol functional opozitiv fata de actiunilc recuperatoare ale lui Fat- 
Frumos, Genarul este asociat unui spa(iu insular degradat, stancos, col(uros, amenin(ator, 
aceasta insula implicand un traseu periculos, obstaculat (este un topos insular mai rar la 
Eminescu, al miezului - fata Genarului - inconjurat de capcane). 

Analizand simbolistica insulei in opera lui Eminescu, pe texte precum Geniu pustiu, 
Muresanu, Demonism, Dan Manuca (Pelerinaj spre fiinta. Eseu asupra imaginarului poetic 
eminescian) subliniaza valcntclc ontologice ale acestui imaginar, insula fiind un loc al 
plenitudinii existen(iale: 

„Extrem de elocventa este insula lui Euthanasius, care defincstc un spa(iu al energiei 
vitale, unde unicul scop al tuturor componentelor il reprezinta asigurarea unei cxistcntc 
abundente. Toate componentele concura in vederea realizarii acestui (el. Lumea vegetala §i 
minerala o completeaza armonios pe aceea animaliera, omul existand in deplina in(elegere cu 
intregul cosmos. Aici, Euthanasius exista pentru a exista. Traie§te pentru a trai. Euthanasius §i- 
a ales un loc care anticipa din multe puncte de vedere locuin(a Batranului. Este vorba, inainte 
de toate, de armonie si complementaritate: nimic din ceea ce se afla aici nu sta in contradic(ie 
cu altul. Nu poate fi vorba, macar, de coincidentia oppositorum, ci de o concordie cosmica. In 
al doilea rand, individul insu§i s-a integrat aici ansamblului, inscriindu-se printre celelalte 
componente. Aici, el s-a regasit. Cu alte cuvinte, se pare ca §i-a aflat fiin(a proprie. Este un 
retras, dar nu un izolat.” (Manuca: 1999, 271). Cu privire la acclasi simbolism al insulei in 
basmul Fat-Frumos din lacrima, exegetul imaginarului eminescian accentueaza func(ia 
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ini(iatica a aceluia§i topos: „Acela§i peisaj baroc apare §i in Fat-Frumos din lacrima, dovedind 
ca, inca din cea dintai etapa, fabulosul folcloric, intens asimilat si prelucrat, este gandit ca un 
loc care poate adaposti infruntarile protagonistilor si poate oferi un cadru propice pentru 
initicrc.” (Ibidem, 271). Valen(clc cxistcntialc ale insulei semnaleaza rezervorul imaginar 
comun intre ceea ce am numit un fantastic existential (identiilcat ca model predominant in 
nuvela Avatarii faraonului Tla) §i fantasticul utopic (din nuvela Cezara), demonstrand 
caracterul sincretic al basmului Fat-Frumos din lacrima in raport cu principalele modele ale 
fantasticului eminescian; acestea se suprapun pe fondul unui fantastic mitic-folcloric cu valence 
magice. 

De altfel, analizand raportul dintre descrip(iilc spa(iale §i naratia propriu-zisa, se 
remarca accelerarea si comprimarea narativa extrema in opozipc cu expansiunea structurilor 
descriptive care acapareaza intregul spa(iu textual, transformand basmul Fat-Frumos din 
lacrima intr-o inlantuirc de toposuri cu functic initiatica; aceasta spatialitatc a imaginarului in 
detrimentul ac(iunii este, de asemenea, o marca livresca. Astfel, confruntarea celor doi viitori 
fra(i de cruce se consuma rapid, la nivelul catorva replici soldate cu o decizie de ac(iunc comuna 
impotriva du§manului tenebros, Muma-padurilor, consumata, de asemenea, in cateva randuri: 

Bine-ai venit, Fat-Frumos! Zise imparatul; am auzit de tine, da de vazut nu te¬ 
am vazut. 

Bine te-am gasit, imparate, de§i ma tern ca nu te-oi lasa cu bine, pentru ca am 
venit sa ne luptam greu, ca destul ai viclenit asupra tatalui meu. 

Ba n-am viclenit asupra tatalui tau, ci totdeauna m-am luptat in lupta dreapta. 
Dar cu tine nu m-oi bate. Ci mai bine-oi spune lautarilor sa zica si cuparilor sa imple cupele cu 
vin §i-om lega fra(ie de cruce pe cat om fi §i-om trai. 

Si se sarutara feciorii dc-mpara(i in urarile boierilor §i se sfatuira. (Eminescu: 1978, 

264). 

Unneaza identificarea obstacolului/ dusmanului si programul de ac(iunc: 

Zise imparatul lui Fat-Frumos: 

De cine-n lume te temi tu mai mult? 

De nime-n lume afara de Dumnezeu. Dar tu? 

Eu iar de nime, afara de Dumnezeu si de Muma Padurilor. (Ibidem, 265) 
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Aparina Mamei-padurilor si confruntarea propriu-zisa se consuma rapid ca secven(a 
epica, mai degraba insistandu-se pe portretul babei (intruchipare mitologica a haosului, cu 
multiple reprezentari corespondente la Eminescu) decat pe logica acpunii: 

Cand suna miazanoaptea, fctclc mesenilor se posomorara: caci, pe miazanoapte calare, 
cu aripi vantoase, cu fata zbarcita ca o stanca buhava si scobita de paraie, c-o padure-n loc de 
par, urla prin aerul cernit Mama-padurilor cea nebuna. Ochii ei - doua nopti tulburi, gura ei - 
un hau cascat, dinpi ei - siruri de pietre de mori. 

Cum venea vuind, Fat-Frumos o apuca de mijloc §i o tranti cu toata puterea intr-o piua 
mare de piatra; peste piua pravali o bucata de stanca, pe care-o lega din toate parole cu §apte 
lanturi de fier. inauntru baba §uiera si se smulgea ca vantul, dar nu-i folosea nimica. (Ibidem, 
265). 

Raportul descriptiv-narativ, mult dezechilibrat, accentul pe spatialitatc, obsesia 
imaginarului insular sunt, nu numai marci ale elaborarii culte a schemei folclorice de baza, dar, 
mai mult, transforma schema folclorica a basmului intr-un pretext pentru exersarea unei epici 
de factura fantastic-metafizica; basmul Fat Frumos din lacrima este astfel un laborator in care 
se pregatesc prozele eminesciene fantastice. 
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Abstract: The present paper discusses the yet recent emergence of blood aesthetics in the field of art 
history, supported indirectly by partial aesthetics of the kind: disability aesthetics of the 20 ,b century or 
aesthetics of ugliness of the 19 th century. Based on the difference between the modem artistic 
representation (theme in itself) and the contemporary aesthetic product (the effect of the theme), the 
blood art of the present takes on the social burden of a precarious moral content in line with an 
aggravating human position promoted by postmodernism and the therapeutic condition embodied 
utopianly by the new art. If blood can turn into an aesthetic revelator despite the defilement and the 
desensitisation of the body, will remain the per se question of this study given the complete 
aesthetisation of the body and life nowadays. 

Keywords: blood art, visibility, physicality, politics, medicine, contemporary vs. modern. 


Up to the consummation of Modern art, specialists in visual arts considered almost 
unanimously that the most appropriate way to approach art history would be by chronological 
periodisation and by style: It is really in the 20 th century that we see any break with these two 
principal preoccupations with author (artist) and form (style) 1 . Hardly now, art has begun to 
focus on itself, not anymore on the past art in a favourable rapport or, much more often, 
unfavourable. The change of attitude towards the purpose of art and its specific means would 
be the headstone in considering art to the detriment of the artist along with the total 
relinquishment of the traditional approach of great art, consolidated mainly academically, in 
favour of socio-culturally grouped subjects, outside the academia. Thence, organising and 
interpreting art history in terms of an exhibitional and exponential blood culture until the 20 th 
century would have been an abnormality, becoming at present a possibility of identification 


1 Dana Arnold: Art History - A Very Short Introduction. Oxford University Press, New York, 2004, p. 41 
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and categorisation, interpretation and description as viable as any other past manner. Into the 
support of this idea, comes the vast sample of representations and experimentations of sanguine 
kind, wherein the relevance of all this is firstly relationally decided, then individually as a 
partial abandon of the thematic relation. 

Even though, universalist and essentialist standpoints are feckless in the treatment of a 
subject that expands mainly contextually, a certain art dynamics cannot remain unobserved, 
namely the fact that each artistic period finds its source of inspiration in an aesthetically 
unexhausted precedent or in an exhausted one but in actual need of negative re-evaluation. In 
this way, the contemporary age turns positively to modernity through the unexpected freedom 
of creation entailed by the latter, and negatively through the critique of its illusory integralism 
so well adorned with. More uncomplaining and more realistic, the contemporaneity does not 
legitimise itself only by aesthetics and politics of the fragmented (already overcome in the wake 
of modernity), but by aesthetics and politics of direct facing up to the fragmented with all its 
categorical implications of ugliness, death, violence and blood. 

The assimilation of the aesthetics of ugliness, from the mid-18 th century by the courtesy 
of the German philosopher Karl Rosenkranz (1805-1879), brings to the fore the striking 
difference between the theme as an object of the artistic representation and the product as a 
result of the artistic creation 2 . Therefore, The Study of Feet and Hands (1817-1819) by 
Theodore Gericault or Execution without Trial (1870) by Henri Regnault are not ugly as a 
result in the same way the rough photographies of public decapitation from the beginning of 
the 20 th century in China and Japan 3 are, but as a theme of artistic representation, which is 
dismemberment and decapitation. 

Rosen kr anz demonstrated that the ugliness from nature finds its redemption in art, as 
the excess of blood from contemporary art would find its explanation in the precarious moral 
content of the last minute reality that it puts to the issue. The politisation of art during 
contemporaneity is not by far a novelty since the political nature, implicitly or directly, has 
been sighted out in the artistic production even from the 18 th century, expressing its penultimate 
reverberations within the inter- and post-war art. 


2 Karl Rosenkranz: O estetica a uratului, intrefrumos ,>7 comic. Traducere de Victor Ernest Ma§ek. Ed. Meridiane, 
Bucure:?ti, 1984 

3 See: Some heads and some blood (1920) and many more on : http://beheadedart.com/ (accessed September 30, 
2015) 
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In an artistic rebellion against the war from 2003 taking place in New York, on the 
occasion of Saint Valentine’s celebration, and under the implied circumstances of commerce 
with feelings, the painter Joan Snyder (b. 1940) presented the work Blood on our hands in 
which she interlaces the floral effect, typical of her abstract style, considered by many critics 
feminist on the whole, with the reference of bloodshed in Bagdad. In other kindred works, she 
focuses on the constancies of our times that converge into scatter, bloodiness and the human 
gaping at death. With Snyder, Holocaust and AIDS are preferred political themes that she 
would engage in a retrospect at the Jewish Museum from New York in the year 2005. In 
contrast with other contemporary artists, the political content is sharply present in the 
Snyderian creation which seems to cry for help altogether. 

On a different continent, as well in the years 2000, protest art found under the label of 
blood art appears in Bangkok, as an anti-govemmental address and supporter of the United 
Front for Democracy against Dictatorship (UDD), through the realisation of a giant artistic 
piece on which there were painted in blood (obtained from donations) poems, images and 
political slogans by Red Shirts. The quality of this artistic work is strictly politically determined 
with an immediate effect upon the status quo. Hence, the people of the new generation would 
know that the old generation sacrificed everything, including their blood - said the poet Visa 
Kantab at the exhibition site. 

It either enters the logic of protest art and socio-political dramatic change, or it folds up 
with art for peace and it greets Red Cross projects, the blood imagery does not remain frailly 
anchored in the exuberance of the context, an important part of its projects inclining powerfully 
towards the aesthetic side. For instance, the artist of Italian origin Franko B (b. 1960), located 
in London and consecrated as a performer, succeeds to turn his own body into a canvas of 
visceral representation, in which the sacred and the beauty, the suffering and the loss, the love 
and the hate, the power and the human condition-related fears have found a place and a 
meaning 4 - the way the artist himself put it. Making use of his own nudity dressed up in white 
pigment and the controlled wastage of blood, Franko B manages to draw with his body the 
drawing of his own fraught transiency. The only possible colour is therefore red on a white 
background sending to the beginning of life or of the world itself. 

In the embedment of blood symbolism, contemporary art differs fundamentally from 
the modem one because blood is left to represent itself through visibility, whereas in the 


4 David Thorp, Franko B, on the site: http://www.franko-b.com/text4.htm (accessed September 30, 2015) 
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modem art it was accompanied by a personal code for deciphering and solving its riddle. In 
contemporaneity, the preceding stages of reception are melting within the phenomenon of 
reception itself - in fact equal to creation, since often enough the posthumous discourse is more 
complex and more exciting than the artistic act. Without this exclamation mark on reception 
and its implications, quite frequently sensory and voyeuristic, what still carries the name of art 
would turn into simplicity and stark repetition, not even at the level of art brut practised by 
amateurs. It is rather obvious that at present the sources of inspiration have grown less and they 
all channelled into fetish topics, but in a rapport of inverse variation with the dimension of 
shock or how would put it Cynthia Freeland, expert in art philosophy and film: The cynical 
assessment is that blood in contemporary art does not forge meaningful associations, but 
promotes entertainment and profit 5 . Growing to infinity the value of sensation and shock, the 
art that relies on the promise of catharsis through suffering and empathy not only that it grossly 
psychologises its means against the aesthetic, but at the same time it dislocates general 
symbols, usually religious, from the community that glorifies them. Art is not anymore the 
extension of religion as in the past through artefacts created for ritualistic purposes, but it has 
become the masquerade and baboonery of religion - also liable to different sorts of disruption 
through the way in which it promotes its own rituals: with deadness to the changing course of 
life. In such a state of affairs, the great risk - professor Freeland has fairly observed, is not 
being able to distinguish between the latest artistic release and a live show by Marilyn Manson 
who uses animal sacrifices on the stage with overtly satanic purposes. 

Contemporary art as a ritual, from which a whole theory has sprung to legitimise it 6 , is 
in a great measure a fake type of art since the artist with the audience do not unanimously share 
its incorporated meanings and values. On this line, Nitsch’s example is quite relevant: after his 
artistic shows, flush with animal blood, aiming at a total form of art, he was handed down more 
sentences, besides the general opprobrium of the Viennese community. 

The repulsion towards the blood manipulator is patented through psychological 
unsettling on the one hand, and through social inadequacy on the other hand. The blood belongs 
to the doctor or to God; it is not supposed to be an aesthetic revelator, despite all the similarities 
with the colour pigment, unless within the framework of disability aesthetics as single source 


5 Cynthia Freeland: Art Theory - A Very Short Introduction. Oxford University Press, New York, 2001, p. 3 

6 The Cambridge Ritualists founded a school based on myth and ritual using the Classical texts that are to be 
considered an articulation of the Dionysian rituals ( Sparagmos ), most often closed up in omophagy. Otherwise, 
ritual theory explains the art that originates from sacrifice rituals, dismemberment and consumption of raw meat. 
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of artistic valuation. The political dimension comes into question again because this type of 
aesthetics that was theorised by professor Tobin Siebers (b. 1953) in the work Disability Theory 
(2008) and afterwards in Disability Aesthetics (2010) runs counter to the human perfection 
cultivated bombastically by the Nazi art. The cultural war initiated by the Nazis against Modern 
art and against all the shapes that are unfamiliar, irregular or polychromatic, arrests the 
attention to the blank coldness, propagated by the healthy corporeality and overbid on its turn 
by them. Using a term of medical origin such as degeneration, Hitler attacked Modern art as 
degenerate from the position of biology, not aesthetics: ...the Nazi rejected the modem art as 
degenerate and ugly because they view it as representing physical and mental disability 7 . Any 
reference to the perfectly robust and healthy body that the Nazi art militated in favour of 
becomes then impossible since on the strength of it each body seems inherently imperfect. 

The defining of human disability aesthetics as a study of the way in which some bodies 
make other bodies feel (against the traditional aesthetics defined as a branch of philosophy 
approaching the nature of beauty, art and taste) - in Siebers’ own terms, is impeccably in tune 
with a cultural legacy which contemporary art would not be able to absolve from unless 
traumatically. The denial of harmony, corporeal integrity and perfect health, gathered within 
the framework of art amputation and man disqualification, begins emblematically during 
modernity. Consequently, contemporary art cannot be discussed without this major antecedent 
that seems to be in a permanent updating, and referring to the equation politics-artistic 
influence, Siebers would give an answer: The political unconscious will always be in force, 
influencing conceptions of identities and bodies, both individual and collective, but because it 
is constantly shifting, social change is possible 8 . Herein, we should subsidiarily read that the 
artistic change and proliferation become possible if there are enough variations in terms of 
political regime and social attitude. 

The new art, as Siebers calls it, relies on the display of human conflict, wherein the 
artists do not embody anymore the Artist in the traditional sense: They are more like janitors 
involved in mop-up operations or like reporters sent to the scene of a crime to record the 
violence and confusion and beauty of human effort 9 . The quality of this art relates to norms of 
construction, integrated strategies of interpretation, in which physicality is both technique and 


7 Tobin Siebers: Disability Aesthetics. The University of Michigan Press, Ann Arbor, 2010, p. 5 

8 Ibidem, p. 82 

9 The Body Aesthetic. From Fine Art to Body Modification. Edited by Tobin Siebers. The University of Michigan 
Press, Ann Arbor, 2000, p. 217 
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medium. After the consummation of the spiritualist medieval era, interested in the inner self, 
the pathos for the suffering of the flesh and the erotica of Christ’s blood, passing through the 
anatomical Renaissance - also textually regardful of antiquity in the taste for human form, 
giving way to the abstract modernist wildwoods, the physicality in the contemporary age 
advances a conglomeration of historical references which recognizes itself better than anything 
it may generate on the way. An art without finality and without product, about which Siebers 
has to say the following words: Art is no longer made. It is done. It is done, and then it is gone. 
Artists come upon art. It happens to them, like an act of terrorism or a brush with an angel 10 . 

Probably the matter that prejudices the most art history is the one-way understanding 
and interpreting of it, which is through a single phenomenological eyeglass. If in the absence 
of the body there is no perception, it seems that in the absence of the blood there is not more 
than one perception to the detriment of itself. The visual culture and the visual studies put all 
their effort in including into their visual arsenal more and more possibilities of interpreting the 
acts of artistic creation. In the same way the first scenes of hunting, representations of day-to- 
day life, could have been the work of some shamans found under the effect of hallucinogens 
and compliant with the rights of subconscious, the first contemporary projects that exhibit to 
the fullest the ancestral primitivism can be the work of our passing through life in what the 
human being posses as the most delicate and the most brutal. The way Tobin Siebers has fairly 
observed the basic and founding elements of art result from the human body and because of 
that, any return of recognition and revalidation is justified: Human blood is the first paint, 
human skin, the first canvas, human skeleton, the first sculpture, human lament, the first poetry, 
human cadaver, our first and only object * 11 . Putting aside the obvious, the blood can be 
reconceptualised at present as pigment by the agency of the inherent desire of art for changing 
human nature. After all the modem artists’ primitivism, either romantic, emotional, non¬ 
western or subconscious, aims at the same thing since the exhaustion of academism and of 
institutionalised art. As far as the contemporary artists are concerned, they want more than a 
change of style, namely they want a change of attitude: the feminist theories, queer or 
postcolonial ones bear witness to exactly this appetence quite trenchant. 

The postmodern mortification and the culturally based self-mutilation are creating the 
feeling of impossibility not experienced by art before. An amputated Venus with tracks of 


10 Idem 

11 Ibidem , p. 239 
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blood by Rene Magritte, deformed and tortured fleshes by Francis Bacon, a bullet 
macrocosmically piercing the microcosmic materiality of the head in a photography by Mat 
Collishaw can be considered artistic pedantries in comparison with the mind blowing of 
performance art from the seventies. The programmed vandalisation of the body in search of 
the soul is so desperate that no matter how much blood would flow, it will not be enough to 
settle down all the upside-downs of contemporary life. 

Consequences 

The whole utopia of contemporary art, willing to solve social inequities or to heal 
traumas, appears as a consequence of its hybridisation with medicine and politics. Entering the 
emergency zone, its scopes grow wider day-by-day to such an extent that art does no longer 
rely on itself as an autonomous domain, but on the random dispositions of the present moment. 
Photography reproduces and simulates violence of all sorts, from mutilation to self-evisceration 
(Daniel Joseph Martinez); painting brings to our attention deformed figures, caught in surgical 
acts, opened up as bloody fruits (Mark Gilbert); sculpture reinvents itself towards horror 
examples of the lack of human measure (John Isaacs); performance attacks everything and the 
artist, most of all, lets himself attacked by debunking any ki nd of limit and by numbing any 
bodily point. Blood is as necessary for life as for blood art - contemporary art manages to prove 
it by cynically promising the elimination of physical imperfections, the DNA permanency and 
cloning, the cancellation of social pressures on gender, the fabrication of identity, the 
instauration of a corporeal universal religion of vitalist inspiration and many more, as in the 
end this art to get away from its own utopism. 

The therapeutic character that art has been assimilating in the last decades should not 
be confounded with the notion of brute art (art brut) coined by the French artist Jean Dubuffet 
in 1945 to designate the art which is created outside the official culture by institutionalised 
people in psychiatric hospitals, so contemporary art addresses itself in a prophylactic manner 
to the society on the whole and the artists are not institutionalised. This politics of 
responsibilisation blended with the preventive medicine may be exemplified most adequately 
by the exhibition Tree of Life from 2002 that encompassed five years of preparation: The 
anatomy of the blood supply, the structure, power and stamina of the heart muscle, the 
importance of normal blood flow and the damage caused to muscle by diminished blood flow 


240 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


resulting from coronary artery disease, are all considered. Angina and the features of a «heart 
attack» are also included 12 . Bringing together eleven adult artists and four children with 
creations from various materials, the exhibition represents an example of body and life 
aesthetisation. One of the artists, Peter Layton - bom in Prague and brought up in London, 
illustrates the theme through a glass work, a roundel with hearts called Strange Fruit, which 
incorporates the open symbolism of the motor of life as both value and meaning. The internal 
transparency conferred by the glass resumes in fact the knowledge level reached by science 
and the destructive abnegation experienced by man. Indeed, our hearts are some strange fruit, 
not for eating or contemplating, but for intercepting within the dualism they denote along with 
blood. It is quite clear that heart problems cannot be solved through art, but the getting on the 
inside may detour some of the harmful paths already trodden by half. 

If the employment of artistic aplomb in the service of medicine generates aesthetic 
queries, the anatomical and medical victories gliding into art will guarantee a fertile field for 
ethical debates. It is a noble high-toned gesture of art to embrace medicine by making available 
its own services, but medicine to come down to artistic contextualisations is reprehensible not 
only to common sense, but also to the scientific one. Looked upon with suspicion, anatomical 
art (living anatomy) based on plastination 13 and defined as an instructive and aesthetic display 
of bodily interiors, represents the late concoction after the official closing of public anatomical 
theatres of the Renaissance and their transformation into dissection rooms for students, 
respectively into autopsy rooms for pathologists. The replacement of blood with reactive plastic 
and the removal of the soft tissues over the veins make for a technological operation of great 
finesse, equally medical and artistic. The anatomical cadaver that accomplishes its mission 
once the dissection is over becomes through plastination an artistic cadaver: dry, inodorous and 
positioned as veridically as possible in everyday natural postures. Unsurprisingly, the ethic 
apologies and disappears in aesthetic, whilst medicine hides behind art, in proof of the fact that 
in the name of art financed by science everything is possible nowadays. It is not so much a 
matter of dosage and measure, as a question of discursive promptness, and this goes for all 
contemporary art that justifies itself in terms of body and blood metaphors. 


12 Tree of Life. Exhibition on the beauty of the human heart and its blood supply. Photography by Chris Rose. 
Edited by Dr. Geoffrey Farrer-Brown. Ditchling Press Ltd., 2002, p. 4 

13 The plastinated body, according to Gunther Von Hagens’ definitions, from Korperwelten - Fascination beneath 
the surface. Catalogue on the exhibition. Translated by Francis Kelly. Institute for Plastination, Heidelberg, 2001, 
is a human or animal specimen, whose cells were infused and strengthen with reactive plastics. 
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In a theoretical series of return to art and its cardinal relations with publicity, death, 
success, home place, invention, laughter, obscenity, science, sex, surveillance and war, starting 
from the premise that art counts in every facet of life, the demonstration of direct or indirect 
capacity of art to challenge and change the world comes to the fore: ...contemporary art is 
crucial to our understanding of, and relationship to, the world in which we live 14 . The one that 
stages the frivolity and shocking character of art is the popular press, but the researcher is in 
duty bond to understand the deep matters that are at stake in the artistic discourse. Sian Ede, 
the artistic director of Gulbenkian Foundation and the author of the volume Art and Science 
wants to demonstrate that it is easier to get to science than to art owing to the compulsoriness 
arisen by its intrinsic meanings, while in art all compulsoriness is replaced by eeriness put 
forward by the intensity of the meaning. 

If science today is the new art propagated by artistic channels to ensure its success in 
the face of a wider audience could be one of the fundamental questions regarding the future 
and the mission of yesterday ait. Looking back to the first artistic attitudes towards body and 
its internal mechanisms, along the Renaissance there was no clear difference between medical 
and artistic since the human body is not and never was only the object of scientific dissection. 
More recently, at the beginning of the 20 th century medicine and art shake hands again through 
the appropriation of Freudian psychoanalysis by the Surrealism: The theme of unconscious 
sexual desires served to reintroduce imagery of the «medical body», whilst at the same time 
relegating the representation of women to a ghetto of unresolved references, consistent with 
the Surrealists’ unashamedly chauvinist view of women 15 . As a reaction to this positioning of 
art, white, masculine and occidental, dominated by the absence of the body as a gender catalyst, 
there appear postmodern trends of the presence of the body, anti-authoritarian and militating 
for democratisation. 

Today, contemporary art seems to keep revelling in the consequences of the violation 
of the corporeal taboos from the beginning of the sixties, but in a fugitive and interested 
manner: A fair amount of blood and gore, served with a good dose of cynicism and irony, are, 
at one level, functional for any display that courts publicity 16 . The interest shown towards the 
blood visibility integrates into a general interest for the body, but not so much in the form of 


14 Sian Ede: Art and Science. I. B. Tauris, London • New York, 2005 

15 Martin Kemp, Marina Wallace: Spectacular Bodies. The Art and Science of the Human Body from Leonardo to 
Now. Hayward Gallery Publishing and University of California Press, Berkeley • Los Angeles • London, p. 151 

16 Ibidem , p. 155 
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subordination as integrant element, but in the form of contempt as vital and autonomous 
element - this latter illustration being exploited by art, contrary to medicine, which favours the 
former. 

In a competition with life, contemporary art does not cease to be a critical exercise of 
the world in which we all live, testing around the body, cultural, philosophical and social 
questions, on the edge of scientific and technological research. Referring to its menage with 
medicine and science, the cooperation can be inquired and researched, but not from the position 
of disciplinary purism - a totally lingering approach from the point of view of understanding, 
but from the position of interdisciplinarity and dialogue, unavoidable nowadays: Art is not a 
luxury, it is part of life. Life without art would be pourer, life without medicine would be 
shorter, and so it seems that both are essential to us 17 . If during the pre-modem times the 
omnipresence of the soul used to dictate that dissection is a form of soul defilement by means 
of the body, also fostered by the church animosity towards the body, stepping into modernity, 
the omnipresence of the body gets down to its defilement in search of the lost soul. 

At a conference dedicated to pharmacologists from 1959, the reputed writer Aldous 
Huxley cynically envisioned that the next generation would produce a pharmacological method 
to make people love their servitude: deprived of freedom, they would be satisfied, being 
distracted from any rebellion wish against propaganda and brainwash. Although, the 
pharmacological method was not necessarily invented, the corporatist, technological and social 
methods fall into the same tearless dictatorship anticipated by Huxley. Only in the anecdotic 
light of this prevision, the role of contemporary art can be appropriately grasped. Based, more 
than ever, on constant suspicion and the promotion of freedom, art does not fall under the social 
and political charm emitted by the governments and the research centres of the world, not even 
when it seems to periodically adhere to their utopism. 
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Abstract: The concepts of “absolute ” and “relativism ” have been and still are two of the most difficult, 
if not down-right impossible terms to define. From philosophers to clerics, the majority of thinkers have 
tried to delineate the two notions, which seem to go hand in hand. Since they are mile stones in 
contemporary culture and trends of thought, they certainly have an impact on present-day literature as 
well. The following paper tries to point out the various circumstances in which the absolute and 
relativism influence Ian McEwan’s novel “Atonement”. 
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Although the title of the present paper might seem quite doubtable, we would like to 
reassure the reader that it is in no way our intention to offer an elucidation of the two concepts. 
Their significance is much too broad, which is emphasized by the great number of thinkers 
who have endeavored to clarify the meaning of the absolute and relativism for over two 
thousand five hundred years. Nevertheless, our target is to highlight the effects of these two 
constructs on Ian McEwan’s novel “Atonement” or rather on the main characters. 

As we were researching the topic of the Absolute, we came across an astute mental 
view point, which we would like to use as the starting point to this paper. It belongs to Hegel 
who thought that the Absolute must not be understood, but felt and seen. What is more, he 
believed that the individual is capable of acknowledging the Absolute and that the absolute 
idea is the only true object and content of philosophy. For Hegel the Absolute is existence, the 
all knowing truth and truth itself. In a nutshell, Hegel defined it to show that succeeding 
philosophical perspectives are actually relative when referring to the absolute idea.lt stands at 
the basis of any philosophy for Hegel. It includes all the elements and transitions. The Absolute 
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Idea, or “World Spirit”, plays the same k in d of role for Hegel as a deity: “History is the Idea 
clothing itself with the form of events” (Hegel, 346). What is more, he focuses on the Absolute 
Idea, which he defines as the unity between the theoretical and the practical idea. The former 
is the concrete concept of the world, while the latter is the action expressing the concept. It is 
by now becoming clearer that the abstract notion of “Absolute” is not as abstract as it might 
seem. In fact, according to Hegel, it represents the basis of truth and of philosophical thinking. 

In his essay on the Absolute and Relativism, Umberto Eco offers a pertinent guideline 
for defining and clarifying the two terms. It goes without saying that one concept is difficult to 
define in the absence of the other one. The title itself suggests, if not more, at least a 
morphologic relation between the two. Umberto Eco himself states that the notion of Relative 
was the first to come to his mind when thinking of the meaning of the Absolute. He points out 
that in today’s modem society relativism and the relative have become a trend of thought, 
which is why, today more than ever before, the terms should be used cautiously. 

In fact, Eco compares the notion of Absolute to the way in which people conceive the 
idea of God, of a deity. According to dictionaries on philosophy, ab solutus refers to everything 
that is limitless and independent and which functions according to its own reason, thus 
encompassing both its cause and its explanation. This definition is indeed quite similar to the 
broader and holistic acceptance of what some would call “God” nowadays, the one who is, 
“ego sum qui sum”, although Eco deems it as utopian by reason of its improbable and rather 
precarious nature: it might just as well not exist or disappear like everything else. The author 
brings forth a very relevant thought, namely that human beings rely on the existence of 
something lasting, imperishable and that certain something is the Absolute, but this Absolute 
can be transcendental, as the biblical divinity, or immanent: “Fiind fiintc contingente §i, ca 
atare, meniti sa murim, avem o disperata nevoie de a crede ca ne-am putea ancora de ceva ce 
nu piere, adica de un Absolut. Acest Absolut insa poate fi transcendent, precum divinitatea 
biblica, sau imament.” (Eco, 30) 

Eco continues his idea by stating that the individual belongs to the Absolute, that he is 
an integrated part of this infinite process of self-knowledge, growth and development. 
According to him, it is in the Absolute and through the Absolute that human beings identify 
themselves with God. But, at the same time, it is impossible for any human being to articulately 
define or even understand the Absolute, as he himself belongs to it. Eco’s and Hegel’s 
understanding of the relation between the human being and the Absolute are divergent. 
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Nevertheless, both are relatable. On the one hand, humans can understand the Absolute, not 
through analysis and thought, but through emotion (Hegel’s point of view on the Absolute 
which shouldn’t be understood but felt). On the other hand, humans are part of the infinite 
mechanism which is the Absolute and are thus incapable of defining the phenomenon 
objectively. Nevertheless Nicolaus Cusanus’s believe that “dues est absolutes” is as possible 
an alternative today as it was back in the fifteenth century. One of the main difficulties in 
defining the concepts of absolute and relative is naming them, finding correct denominators. 
With an imagination as wild as the human one, the gap between conceiving the abstract and 
naming it or granting it a significance becomes wider by the day. 

The reason why the novel of our choice is Atonement is clear for at least one reason: 
Briony’s playing with the fantasy world and the real world is another angle of the reciprocal 
relationship between the Absolute and the Relative. Her auctorial supremacy and freedom stand 
for the Absolute, but then again, her sovereignty stands under the sign of the Relative, since, 
towards the ending of the novel, she admits to not being able to muster the bravery of her own 
gloom: “I like to think that it isn’t weakness or evasion, but a final act of kindness, a stand 
against oblivion and despair, to let my lovers live and to unite them at the end. I gave them 
happiness, but I was not so self-serving as to let them forgive me. Not quite, not yet. If I had 
the power to conjure them...Robbie and Cecilia still alive, still in love...It’s not impossible. 
But now I must sleep.” (McEwan, 372) 

The two concepts of Absolute and Relativism are a significant mile stone in the novel, 
especially reflected in the figure of the main character, Briony. One significant side of the story 
is her trajectory from a young aspiring writer with an overdose of imagination to actually 
becoming a novelist. As a child, the line between fantasy and reality is so blurry that she swears 
to have seen Robbie commit rape on her cousin. Although he did not commit the crime and 
Briony herself did not clearly see what was happening in the benighted back yard of her house, 
she convinced herself that fantasy and belief equalled reality and truth. Clearly, Briony is 
driven by a powerful imagination in which she believes. But this shows that truth can be 
somewhat of a relative concept. From law courts to the most private of a matter, truth is far 
from being an absolute issue. Everybody believes in truth, but truth carries a different meaning 
for each individual. Can truth be considered absolute? Is there an absolute truth? If the Absolute 
is limitless and independent is truth a part of the Absolute or is truth Absolute itself? 
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In his essay on the Absolute and the Relative, Eco enumerates methods of using a word 
and bestowing it with meaning. In what follows, we will shortly analyse two of these points in 
relation to what McEwan’s main character, Briony, defines as truth and fantasy and relate these 
elements to the values of Absolute and Relative. The first step towards using and assigning 
meaning is possessing instructions for recognising the possible object, situation or deed. Truth 
and fantasy are definable. We know that truth means reality, anything in conformity to fact or 
actuality. But what are the instructions for recognising the truth? There is no set of instructions 
for recognising the truth, or at least not for recognising it on the spot. For Briony truth is her 
imagination; she firmly believes in the reality of her own mind’s eye and acts accordingly. 
Young Briony’s system of recognising the truth is drawing on her own fantasy. For some this 
would be a case of disarrangement of values. Nevertheless, if Eco’s position is correct and 
humans are unable to understand the Absolute, which they are part of, they cannot understand 
truth in its all-encompassing nature. 

The second step in Eco’s guide to using words is making use of a definition or a 
classification; and his example is the different classifications of the word murder, which could 
mean manslaughter, premeditated murder, and so on. In Briony’s case, who willingly or not 
devastates her sister’s and Robbie’s destinies, truth is classified into two very different 
segments: her truth, or rather her fantasy, and the truth of the outer world. She only grows to 
understand the impact of believing in one’s own truth and disposing of exterior truth towards 
the end of her life. Self and otherness can make the concept of truth hard to define, since it is 
categorised so differently. If we were to take Hegel’s theory for granted and humans were truly 
capable of understanding the Absolute by sensing it, thus coming closer to a God-like state, 
then humans would be the creators of truth. This is precisely what Briony does; she is the sole 
creator of absolute truth, her own Absolute. That the line between Absolute and Relative is fine 
when it comes to truth and personal destiny is what she will find out at the end of her life. She 
does classify truth, but her absolute classification of values turns out to be relative, subjective 
and converting with time. There are no absolute values. Even the value of truth changes with 
time. 

By this time it is already clear that the Absolute and the Relative are impossible to grasp 
or even to understand fully. Nevertheless, in Eco’s view it is not impossible to name or even to 
represent visually something that we cannot ponder. But these images that we create of things 
impossible to understand completely are far from representing the truth. They are merely, Eco 


248 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


says, forms of imagining something impossible to perceive and they end up frustrating the 
thinker. It is out of this frustration that the contemporary civilisation resorted to what Eco calls 
“fabricating a delusive picture of relativism as a homogenous ideology”. One of the 
consequences of this phenomenon could be that cultural relativism results in moral relativism 
and that the idea that there are different ways of verifying the truthfulness of a sentence or a 
word makes the possibility of recognising the Absolute Truth questionable: “(...) relativismul 
cultural ar duce in chip necesar la relativismul moral si ca ideea ca exista moduri diferite de a 
vcrifica adevarul unei propozipi ar pune sub semnul intrebarii posibilitatea de a recunoa§te un 
adevar absolut.” (Eco, 44) 

Driven by her own Absolute, her fantasy, Briony’s words send Robbie to prison and 
abort the chance of him pursuing his dream of becoming a medical doctor and marrying Cecilia. 
Eventually Robbie is sent to the army where he dies of blood poisoning and Cecilia, who 
became a nurse, dies as victim of the war. Briony, by now a real writer, reveals that she had 
been writing a novel about the incredible story that she, her sister and Robbie went through. 
But McEwan’s reader will soon find out that the apparent happy ending where Cecilia and 
Robbie reunite and Briony seeks atonement is nothing but a literary artefact. In reality, the truth 
of their destroyed lives is unbearable to the author herself, who despite her omnipotence is 
unable to depict the facts: 

“How could that constitute an ending? What sense or hope or satisfaction could a reader draw 
from such an account? Who would want to believe that they never met again, that they never 
fulfilled their love? Who would want to believe that, except in the service of the bleakest 
realism? I couldn’t do it to them... I no longer possess the courage of my pessimism...” 
(McEwan, 371) 

Nietzsche’s approach in his essay “On Truth and Lie in an Extra-Moral Sense, that there 
are no ideas, but only interpretations, highlights the possibility that there are in fact no absolute 
truths but only intangible fictions that we like to call truth: “What is truth? A mobile army of 
metaphors, metonyms, anthropomorphisms, in short, a sum of human relations which were 
poetically and rhetorically heightened, transferred, and adorned, and after long use seem solid, 
canonical, and binding to a nation.” (Nietzsche, 250) Therefore, how can the reader blame 
Briony - the writer? If truth is a sum of metaphors, it is more than natural for the poet to 
interpret it at his or her will. Briony, the auctorial voice, the creator of the Absolute, tries to 
find spiritual atonement by offering a different destiny to her characters. The Absolute of real 
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destiny becomes the Relative and the Interpretable in the realm of literary creativity. In real life 
Briony’s words caused misery, two broken destinies and the absolute end: death. The optimistic 
ending to her novel tries to transform the Absolute, death and tragic destinies, into the Relative, 
by reinterpreting the story and offering it a different ending. 

The problem of the Absolute and relativity in Atonement is double sided. On the one 
hand there is Briony, character and writer, shade of the author and authority of her own. This 
is why the novel itself can be read on at least two levels: absolute and relativism in McEwan’s 
novel and Briony’s novel alike. McEwan’s readers are deprived of a happy ending, McEwan 
does not make use of the Absolute of the auctorial voice and as a result does not offer Cecilia 
and Robbie an accomplished destiny. Briony however proves to be a more authoritative and 
potent literary creator and revelled in the game of interchanging the Absolute and the Relative, 
transforming relativity into absoluteness and vice-versa by steering Cecilia and Robbie’s lives 
both in the real world and in her fictional one, in which she seeks atonement. Nonetheless the 
ending to Briony’s novel can be interpreted not only as her way to propitiate herself, but also 
as a way of taking her own readers into consideration and offering them a satisfactory ending. 
By thinking of her readers, Briony expects the readers to judge her, but “readers can interpret, 
analyse, and criticize, but ultimately judgement relies on the existence of an absolute truth that 
actions may be measured against.” (Robb, 5) 

By creating Briony, McEwan produced a case of an author who through her creative 
force represents the Absolute, the writer being a creator of things independent and which can 
define themselves, and a juggler of destinies for whom truth is Relative and Absolute alike. 
Briony concludes by reasoning, it is when she mends the Absolute truth of Cecilia and Robbie’s 
destinies that she becomes a true writer. It is through her final novel that she truly takes control 
of the destinies surrounding her, thus playing the role of the omnipotent authority in command 
of what is absolute and what is relative. Briony the author never seizes to have control, which 
is why the notions of Absolute and Relative are so significant in this particular novel. Briony 
fictionalized reality, which does not mean that her created reality is true, but the outcome was 
most definitely true. By writing the novel she fictionalizes reality once again and represents 
two instances: one of her playing the role of God, of the Absolute and another one, of a regular 
human being, that falls into the trap of the Relative. The Relative might be one of contemporary 
society’s most common diseases, but so is the Absolute. But unlike Briony, regular individuals 
are not as privileged as to command what is absolute or relative. 
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Abstract: With his deep historic roots tracking back to Spain somewhere around the year 1500, the 
cowboy has always fascinated and inspired many generations. Over the centuries, the practical cowboy 
adapted to the modem world, aspect stated by writers who created a number of novels and characters 
that have explored the cowboy's historical truth, its ideological significance and its traditionally 
exemplary role. 

By drawing parallels between Western novels and Western characters, the hereby paper deals with 
contemporary authors who have exhibited a particularly attitude towards the cowboys, echoing the 
belief that a reassessment of historical narratives is an effective means of evaluating this character as 
hero or anti-hero. 

Keywords: cowboy, Western literature, 


Before the 1960s, American culture and popular narratives - both textual and filmic - 
offered a reassuring icon of masculinity and individualistic certainty in the figure of the 
cowboy, or so it appeared. As the conventional cowboy figure rides the wilds of the Western 
frontier, his actions embody a set of individualist ideals. The cowboy presents an archetype 
with wider ramifications for American society, as sociologist Will Wright notes: “Most 
American popular stories...are in some sense versions of Westerns, because they are always 
versions of individuals.” 1 The ‘traditional’ cowboy figure lights for a post-feudal, post- 
hierarchal society dominated by the notions of the market and the individual. However, while 
the cowboy represents these relations in an entertaining and accessible manner, its relevance 
diminishes in a post-agrarian, industrial society. 2 


1 Will Wright, The Wild West: The Mythical Cowboy and Social Theory, London: Sage, 2001. 

2 David Simons, The Anti-Hero in the American Novel from Joseph Heller to Kurt Vonnegut, New York: Palgrave 
Macmillan, 2008, p. 81. 
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James Fenimore Cooper’s The Last of the Mohicans (1826) is the most famous of the 
‘Leatherstocking’ series of novels, and has long been accepted as the begetter of many of the 
popular conventions of the Western genre. The Last of the Mohicans contains the anti-heroic 
character of Hawkeye,” an ambiguous type,” 3 whose actions often seem to embody a 
particularly counter-cultural, individualist ideal. As Wright notes, “[Hawkeye is] defined by 
his strength, honour, and independence, his wilderness identity, not by his job.” 4 Moreover, 
Hawkeye’s pastoral lifestyle was implicitly emulated by many of those in the 1960s 
counterculture, who “attempted to live off the land; scorning materialism, they sought a simple 
life more attuned to the natural world.” 5 

Indeed, the parallels between Hawkeye and the counterculture go beyond a shared 
individualism, and a desire for a more pastoral way of living. The character embodies many of 
the beliefs that the counter-culture adopted. For example, Hawkeye is presented in a populist 
manner, he possesses no sort of privileged lineage, has no aristocratic status, and consequently 
is accessible to everyone. Hawkeye is known by a variety of names, the multitude of which 
indicates a transcendence of one dimensionality. Hawkeye is also of white ethnicity, yet works 
and fights alongside the Mohicans, Chingachgook, and Uncas. 

While Hawkeye appears to establish an almost countercultural, seditious template for 
the protagonist of the Western society to follow, the more complex elements of Cooper’s novel 
(concerning plot and character) were simplified, and subsequently lost, in the innumerable, 
“unapologetically formulaic and subliterary,” 6 ‘dime store’ Western novels of the late 1800s. 

The Dime store novel set about mythologizing frontier life, infusing it with a simple 
narrative of good versus evil that proved to be hugely popular. The immense success of these 
populist texts meant that they, rather than Cooper’s novels, were responsible for establishing 
many of the basic characteristics of the stock ‘cowboy’, not least the structuring of the figure’s 
rebellion as a kind of criminal yet laudatory act. Such texts depicted the rebellion of the cowboy 
as a positive act in a manner that displeased the establishment: “Novels about the escapades of 
Jesse and Frank James were eventually banned from distribution by the Postmaster General of 


3 Leslie Fiedler, Love and Death in the American Novel , rev. ed., New York: Criterion, 1960; London: Granada, 
1970), p. 181. 

4 Will Wright, The Wild West: The Mythical Cowboy and Social Theory , London: Sage, 2001, p. 7. 

5 David Farber, "The Intoxicated State/Illegal Nation Drugs in the Sixties Counterculture," in Imagine Nation: 
The American Counterculture oftlie 1960s & '70s, ed. Peter Braunstein and Michael William Doyle, London: 
Routledge, 2002, 17-40, p. 37. 

6 Anon., The Writers of the Purple Sage, John Wayne, The Movies and the Old West: The Western Hero in the 
Dime Novel (2003) [online]. Available: http://www.ics-group.com/oldwest/writers/hero.html . 
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the United States, because they turned outlaws - still living at that time and still dangerous - 
into heroes.” 7 However, while writers of Dime Store fiction did indeed attribute a rebellious 
characteristic to the protagonists of their stories they also established a pattern that works to 
undermine the validity of this rebellion. For Dime Store novels often contain a generic plot 
structure in which an insubordinate character (usually a cowboy) eventually comes to realize 
the futility of his wayward lifestyle, and subsequently chooses to return to the establishment he 
so once vehemently opposed: “And yet the paradox is that at the end of many of these stories, 
the characters wind up settling down on farms and getting married. The stories make heroes of 
outlaws, but then imply that part of the destiny of a hero is to become civilized.” 8 

This ‘traditional’ aspect of the cowboy is, in many ways, ideologically opposed to the 
‘truly’ rebellious aims of the 1960s counterculture, which, as David Farber suggests, sought “a 
new cultural orientation...a cultural rebellion.” 9 In contrast to the intended aims of the more 
socially and politically motivated insurgence of the counterculture, the rebellion of the 
traditional cowboy is shown to be ineffectual. Indeed, it is possible to read the figure as setting 
an example to others of the pointlessness of revolt, and, therefore, as posing no real threat to 
the status quo. As Wright notes, “[the cowboy never seeks dominant control] He always rides 
away or settles down after the community has been saved, surrendering his social authority.” 10 

Marcuse’s ideas concerning ‘counterrevolution’ * 11 seem to have relevance here. In such 
a reading, the cowboy’s failure to challenge the system is interpretable as a success on the part 
of the State, which tries to transform rebellion into “an image of disruption as a source of 
order.” 12 In One Dimensional Man, Marcuse suggests that in late capitalist society dissident 
literary figures, such as the anti-hero, only serve to reinforce the status quo, rather than disrupt 
it: “The negation which is inherent in the aesthetic oeuvre will thus itself be negated by 
advanced industrial society.” 13 While it is important to remember that this belief represents 
only one side of Marcuse’s, often contradictory, statements concerning the critical role of art, 
it does seem applicable to the traditional cowboy whose superficial rebellion serves to uphold, 
rather than disrupt, the status quo. In a Marcusian reading, the figure comes to function as a 

7 David Simons, The Anti-Hero in the American Novel from Joseph Heller to Kurt Vonnegut, New York: Palgrave 
Macmillan, 2008, p. 79. 

8 Ibid. 

9 David Simons, The Anti-Hero in the American Novel from Joseph Heller to Kurt Vonnegut, New York: Palgrave 
Macmillan, 2008, p. 80. 

10 Ibid. 

11 Herbert Marcuse, Counterrevolution and Revolt, Harmondsworth: Penguin Books, 1972. 

12 Will Wright, The Wild West: The Mythical Cowboy and Social Theory, London: Sage, 2001, p. 119. 

13 Herbert Marcuse, Counterrevolution and Revolt, Harmondsworth: Penguin Books, 1972. 
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kind of deceptive exemplar, whose rebellion is considered to be “introjections of social needs 
required by the established order,” 14 rather than a truly liberating force. 

It is important to note that the presence of a Marcusian element in the 1960s version of 
the cowboy stands in opposition to much of the cultural rebellion going on in the 1960s 
counterculture. Indeed, Marcuse’s measured approach to rebellion in Counterrevolution and 
Revolt angered many within the counterculture, who saw it as conservative. Ben Agger notes 
in “Marcuse in Postmodernity,” “by 1972, the year of publication of Counterrevolution and 
Revolt, Marcuse had already put distance between himself and the student movement, which 
he deemed overly irrationalist and insufficiently theoretical.” 15 

If it is possible to see the cowboy’s rebellion as ineffectual, it seems incongruous that 
the figure is still held aloft as an ideal embodiment of the national character into the twentieth 
century. A situation that Henry Kissinger’s comments in a 1972 interview, held by New 
Republic magazine, demonstrate: “The main point stems from the fact that I’ve always acted 
alone. Americans admire that enormously. Americans admire the cowboy leading the caravan 
alone astride his horse, the cowboy entering a village or a city alone on his horse.”25 

It would appear that the cowboy’s individualist rebellion has become such an ingrained 
model for defiance in the United States, that one must consciously step back, and reexamine 
its structure, in order to uncover an agreeable explanation for its persistence. One of the reasons 
behind the endurance of the figure is, undoubtedly, the links it has retained with American 
national identity, as Ziauddin Sardar and Merryl Wyn Davies suggest in Why Do People Hate 
America?: “In the post-war world, a new Cold War became America’s global metaphor, its 
externalisation of its own Western mythology as the means for understanding the whole 
world.” 16 America seems to employ the cowboy as an emblem of its national character, as an 
aesthetic model that symbolizes elements of the country’s history and ideology that are 
recognizable, and agreeable to a majority of the population. 

In Simulacra and Simulation (1981), the French philosopher, Jean Baudrillard, suggests 
that “the imaginary power and wealth of the double - the one in which the strangeness and at 
the same time the intimacy of the subject to itself are played out...- rest on its immateriality, 


14 Ibid., p. 47. 

15 Ben Agger, “Marcuse in Postmodernity,” in Marcuse, ed. John Bokina and Timothy J. Lukes, Lawrence: Kansas 
University Press, 1994, 20-40, pp. 29-30. 

16 Ziauddin Sardar and Merryl Wyn Davies, Why Do People Hate America?, Cambridge: Icon Books, 2002, p. 
183. 
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on the fact that it is and remains a phantasm.” 17 During the 1960s a range of writers, including 
Thomas Berger, E.L. Doctorow, James Leo Herlihy, David Markson, and Ishmael Reed, 
attempt to examine the immateriality of the cowboy figure, reassessing both the validity of the 
cowboy as a national exemplar and its uses, and possible reinterpretations, in the postwar 
period. 

Max Evans’ somewhat overlooked comedic novel The Rounders (1960) exemplifies 
this contemporary reappraisal of the cowboy. In the case of Evans’ text, this process of 
reassessment results in the cowboy’s relegation into the realm of the ‘ordinary’ or ‘mundane’. 
For, while President Kennedy’s cowboy image was founded upon “the Emersonian concept of 
the hero as ‘representative man,’ ” 18 a reduction of the figure’s formerly superior nature is an 
intrinsic part of the anti-heroic cowboy of the 1960s novel. 

The Rounders tells the story of two horse breakers, an anonymous narrator and a 
character named Wrangler. The novel follows these two down and out characters as they try to 
earn enough money to survive while working for the corrupt, cattle rancher Jim Ed Love. 
Evans’ novel is one of the first of a spate of 1960s texts, which represent the cowboy as an 
everyman. Both the narrator and Wrangler are noticeably devoid of the figure’s more 
conventional, heroic trappings, as one character says, “I never knew of a couple of dumber 
cowboys than us.” 19 The ennui experienced by the two cowboy characters, as they struggle to 
subsist on a meager income, can be read as a reflection of the boredom experienced by many 
1960s blue-collar workers, who, as Vance Packard notes, “are bored with their work and feel 
no pride or initiative or creativity.” 20 

The two protagonists of the novel also stand in opposition to an encroaching and 
oppressive capitalism: “The country is goin’ to hell in a hurry. If these ranchers keep buying 
these pickup trucks, there ain’t goin’ to be no use for horse breakers like us.” 21 In spite of their 
awareness of the immense changes that capitalism is bringing to the horse-breaking profession, 
the cowboys are unable to do anything about their situation and, as such, become increasingly 


17 Jean Baudrillard, Simulacra and Simulation, trans. Sheila Faria Glaser, rev. ed., 1981; repr., Ann Arbor: 
University of Michigan Press, 1996, p. 43. 

18 Richard Slotkin, Gunfighter Nation. The Myth of the Frontier in Twentieth-Century America , New York: 
Atheneum, 1992, p. 502. 

19 Max Evans, The Rounders, rev. ed., New York: Macmillan, 1960; New York: Bantam Books, 1965, p. 20. 

20 Vance Packard, The Status Seekers, rev. ed.. New York: David McKay, 1959; London: Longmans, 1960; 
Harmondsworth: Penguin, 1961, p. 16. 

21 Max Evans, The Rounders, rev. ed.. New York: Macmillan, 1960; New York: Bantam Books, 1965, p. 29. 
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absurd figures: “I felt kind of embarrassed walking into camp with one boot off. The boys all 
laughed and wanted to kn ow if I’d felt sorry about my horse carrying such a big load. They 
acted like I had just got down and walked on purpose. It would have been easy to have killed 
the whole bunch, including Old Fooler, right on the spot. I was just too tired to do it.” 22 

As an intrinsic part of the national epic, it is perhaps inevitable that the cowboy figure 
should come under an immense degree of critical reappraisal during the 1960s, a process that 
William W. Savage suggests is “indicative of his stature as myth.” 23 Writers of the era create a 
number of novels and characters that explore the cowboy’s historical truth, its ideological 
significance and its traditionally exemplary role. Contemporary authors exhibit a particularly 
Marcusian attitude toward the cowboy, echoing the belief that a reassessment of historical 
narratives is an effective means of evaluating the present: “By virtue of this transfonnation of 
the specific historical universe in the work of art - a transformation which arises in the 
presentation of the specific content itself - art opens the established reality to another 
dimension: that of possible liberation. To be sure, this is illusion, Schein, but an illusion in 
which another reality shows forth. And it does so only if art wills itself as allusion: as an unreal 
world other than the established one. And precisely in this transfiguration, art preserves and 
transcends its class character; and transcends it, not toward a realm of mere fiction and fantasy, 
but toward a universe of concrete possibilities.” 24 

The idea that a process of transcendence is achievable through a reconsideration of the 
historical undoubtedly informs much of the contemporary modification of the cowboy figure 
in 1960s fiction. Several literary critics note the presence of the Marcusian concept that 
“Freedom implies reconciliation-redemption of the past.” 25 In The Return of the Vanishing 
American (1968), Leslie Fiedler suggests that many 1960s novels reconceptualize the cowboy, 
moving the figure from its traditional position as a historical, heroic exemplar to one that is 
more carnivalesque in nature. This transformation is carried out in an attempt to better 
comprehend the ideological complexities of the present: “Those more sophisticated recent pop 
novels which play off, for the laughs, the seamier side of Western history against its sentimental 


22 Ibid., p. 19. 

23 William W. Savage, The Cowboy Hero: His Image in American History and Culture, Norman: University of 
Oklahoma, 1986, p. 3. 

24 Herbert Marcuse, Counterrevolution and Revolt, Harmondsworth: Penguin Books, 1972, pp. 87-88. 

25 Herbert Marcuse, Eros and Civilisation: A Philosophical Inquiry Into Freud, rev. ed., 1955; repr., London: 
Routledge & Kegan Paul, 1987, p. 106. 
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expurgations are not quite satisfactory either. Yet to understand the West as somehow a joke 
comes a little closer to getting it straight.” 26 

This shift in the way that writers employ the cowboy seems, retrospectively, more 
profound. For, in altering the ideological purposes of the figure, contemporary writers arguably 
produce a new, subgenre of the Western. This fresh iteration of the genre is classifiable as the 
self-referential, anti-Western. In opposition to its ‘original’ form, the anti-Western attacks the 
individualistic mono-theism of the cowboy, thriving instead on notions of plurality and 
community that more closely reflect the counterculture’s own ideological beliefs. The anti- 
Western also uses humor, with many 1960s writers sharing a desire to make a joke out of the 
conventions of the Western. This satirical element is particularly evident in Berger’s Little Big 
Man, Herlihy’s Midnight Cowboy, Markson’s The Ballad of Dingus Magee (1965), Reed’s 
Yellow Back Radio Broke-Down (1969), and Charles Portis’ True Grit. These novels take a 
revisionist approach to the Western, shifting traditional genre perspectives and tone in order to 
deflate the heroic mythology surrounding the cowboy. They attempt to expose the artificiality 
of the traditional Western by proposing that the cowboy would have been more likely to 
experience a mundane and unheroic way of life than is typically depicted, reminding of 
Theodore Roszak’s hypothesis that “myths so openly recognised as myths are precisely those 
that have lost much of their power.” 27 

Thomas Berger’s Little Big Man is perhaps the epitome of writers’ attempts to 
undermine the heroic and didactic qualities of the quasi-mythic Western. Indeed, the novel is 
a version of the picaresque form in which the central character of Jack Crabb retells the story 
of his life on the West. Right from its opening, the novel suggests that the frontier was little 
more than an aesthetic construction: “some kind of exhibit put on for...education and 
entertainment.” 28 Crab recounts his interaction in key events (Custer’s Last Stand), and with 
key characters (Calamity Jane, Wyatt Earp), drawn from the pantheon of Western mythology. 
This revisionist approach constantly reminds the reader of the sizeable gaps that exist between 
the myth of the West and its supposed, historical truth: “I immediately reduced that by half in 
my mind, for I had been on the frontier from the age of ten on and knew a thing as to how fights 


26 Leslie Fiedler, The Return of the Vanishing American, rev. ed., London: Jonathan Cape, 1968; London: Paladin, 
1972, pp. 38-39. 

27 Theodore Roszak, The Making of a Counter Culture: Reflections on the Technocratic Society and Its Youthful 
Opposition, rev. ed., 1968; repr., London: Faber, 1969, p. 215. 

28 Thomas Berger, Little Big Man., rev. ed. ,1964; repr., London: Harvill Press, 1999, p. 378. 
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are conducted. When you run into a story of more than three against one and one winning, then 
you have heard a lie.” 29 

In Little Big Man, the process of demythologizing goes so far as to subvert specific 
historical figures. In particular, the novel focuses upon dispossessing Wild Bill Hickok of his 
traditionally heroic qualities. Historians as late as Stout and Falk (1974) continue to perpetuate 
the heroic image surrounding Hickok, noting how he was described as “the handsomest man 
west of the Mississippi.” 30 In contrast to this heroic representation of Hickok, Berger’s narrator 
forms a decidedly different opinion of the onetime marshal and icon: “His hands was [sic] right 
small for a man his size, and his feet as well - as little as my own, almost. Then he turned and 
walked away down the street, straight as a die and certainly not swaying, yet with that hair 
hanging down his back and the long buckskin tunic descending almost to his knees like a dress, 
I was reminded of a real tall girl. 31 

The true relevance of the cowboy figure’s masculine bravado is deconstructed in Little 
Big Man. Crab rejects an overt and ‘brutish’ display of masculinity as the only suitable 
attestation of the heroic. In particular, he dislikes the use of violence as a legitimate part of 
masculine expression: “All my life I have had a prejudice against over-grown louts” 32 . Crab’s 
aversion to violence, as a potentially valid means of achieving personal and social justice, 
further manifests itself in the novel’s forlorn depiction of Hickok’s day-to-day life: “the only 
thing he was suited to be was a peace officer, patrolling the streets of a cowtown in hopes 
someone would offer him resistance.” 33 The suggestion here is that the level of heroism 
surrounding Hickok has led him to a situation in which he must maintain an inescapable facade 
of bravado, a state which causes him to experience “[a] suspiciousness which warps the mind.” 

34 

In the novel’s deconstruction of the mythology surrounding figures such as Wild Bill 
Hickok or George Armstrong Custer, the anti-heroic form is a suitable means through which a 
writer can question notions of the heroic. For the presence of the anti-hero implies an authorial 
rejection of selected standards, inherent within the heroic. While the hero figure serves to 
strengthen the ideological status quo, by encouraging our support for an ideal, the anti- hero 

29 Ibid, p. 269. 

30 Joseph A. Stout Jr. and Odie B. Faulk, A Short History ofthe American West, London: Harper & Row 
Publishers, 1974, p. 247. 

31 Ibid., p.299. 

32 Thomas Berger, Little Big Man., rev. ed. ,1964; repr., London: Harvill Press, 1999, p. 91. 

33 Ibid., p. 289. 

34 Ibid., p. 79. 
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induces the reader to question the ideology behind the heroic model by virtue of its radical 
stance toward the ‘normal’ order of things. By undermining the heroic superiority of the 
cowboy with the anti-heroic form, writers of the 1960s present the figure as being no different 
from the ‘ordinary man on the street’. 35 

The deconstructionist process, applied to Wild Bill Hickok in Little Big Man, is just 
one example of a wider-scale destabilization of the cowboy’s traditional form taking place 
during the 1960s. Novels, such as Little Big Man and David Markson’s The Ballad of Dingus 
Magee in addition to films like George Roy Hill’s Butch Cassidy and The Sundance Kid and 
Mel Brook’s Blazing Saddles, set about reducing the cowboy. Changing the figure from a 
paragon of heroism, to something often crude and unattractive in nature: “taking [it] into the 
terrain of the scatological.” 36 

Markson’s The Ballad of Dingus Magee is, perhaps, the most obvious example of an 
author presenting us with a ‘lowbrow’ version of the cowboy figure. The novel follows the 
unheroic cowboy, Dingus Magee, as he evades capture by the corrupt sheriff, C.L. Hoke 
Birdsill, in the aptly named town of Yerkey’s Hole. Magee is aided and abetted in his 
adventures by Madam Belle Nops, the sexually promiscuous Native American Anna-hot-water 
and the spinsterish schoolteacher, Horseface Agnes. In an online interview, Markson notes how 
he could not help “turning the entire myth [of the West] upside down - everybody a coward or 
an incompetent, all the women unappetizing, that sort of thing.” 37 Like Berger with Little Big 
Man, Markson infuses The Ballad of Dingus Magee with a revisionist rhetoric that serves to 
undermine the conventionally grandiloquent rhetoric surrounding the West, imbuing The 
Ballad of Dingus Magee with a staunch pragmatism, reserving the romanticized aspects of the 
cowboy figure for the newspaper cuttings of an idealistic young woman who meets and 
attempts to woo Dingus. 38 

In The Ballad of Dingus Magee, Markson takes the burlesque objective of many 1960s 
anti-Westerns to their very limits. He replaces the grandiloquence of the heroic with the anti¬ 
heroic in order to present us with characters who indulge in a variety of transgressive activities 


35 David Simons, The Anti-Hero in the American Novel from Joseph Heller to Kurt Vonnegut, New York: Palgrave 
Macmillan, 2008, p. 86. 

36 Don Graham, Western Movies Since 1960 (1998) [online], 

Available: http://www2. tcu.edu/depts/prs/amwest/html/wll256 . html 

37 John Garelick, Themes and variations David Markson Writes on (2004) [online]. 
Available: http://www. portlandphoenix.com/books/ other_stories/documents/04035282.asp 

38 David Simons, The Anti-Hero in the American Novel from Joseph Heller to Kurt Vonnegut, New York: Palgrave 
Macmillan, 2008, p. 86. 
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including thievery, lying, prostitution, cross-dressing, cuckoldry, and public urinating. 
Markson employs the scatological to expose the chivalric notion of ‘the code of the West’ as a 
falsehood, recommending instead, that frontier life should be regarded in a decidedly more 
camivalesque manner. The author uses humor to ‘explode’ the conventions of the traditional 
Western in a Bataillean fashion, adhering to the suggestion that “laughter has the ability to 
suspend a very closed logic.” 39 

Markson’s novel also depicts authority as innately corrupt, holding it responsible for 
the debasement of the cowboy figure. While authority is depicted as corrupt, it is noticeable 
that Markson presents the cowboy Magee as possessing an integrity that is noticeably absent 
from the other characters in the novel. Though Dingus engages in range of transgressive 
activities, his actions are never malicious or harmful. 

Alongside a desire to undermine the typically grandiloquent mythology of the cowboy, 
many 1960s writers attempt to reposition the figure in a decidedly more collectivist and 
compassionate manner. For, though many in the counterculture believed in a particular type of 
inclusive humanitarianism called Personalism, conventional incarnations of the cowboy figure 
tended to embody a quite different set of values. Indeed, rather than possessing a 
countercultural inclination toward ideals such as altruism, philanthropy, and compassion, 
Sardar and Davies note that “In the Western it is the hero...alone [who] evokes poignant 
reflection, while the vanquished are unmourned; they do not require the reflex of regret, for as 
agents of evil they are by definition of less human worth.” This reading of the Western as 
monolithic suggests the cowboy exemplifies a clandestine elitism toward the white, Anglo- 
protestant male. Such exclusivity did not sit well with the more liberal elements of the 
counterculture. 40 

Instead, many in the counterculture began to perceive the cowboy as analogous to “[the] 
lead-bottomed ballast of the status quo,” representing yet another conformist tool of the 
hegemony, which needed to be overturned in order to invoke an opportunity for the emergence 
of new, more humane ideological standpoints. If we move beyond the specificities of the 
Kennedy administration’s appropriation of Western iconography, then we can see that the 
‘established reality’ of the cowboy has often been used as a powerful tool for garnering 


39 Georges Bataille, The Unfinished System of Nonknowledge, trans. Michelle Kendall and Stuart Kendall, ed. 
Stuart Kendall, Minneapolis: University of Minnesota Press, 2001, p. 144. 

40 David Simons, The Anti-Hero in the American Novel from Joseph Heller to Kurt Vonnegut, New York: Palgrave 
Macmillan, 2008, p. 87. 
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widespread political support. Ironically, given the superficially dissident nature of the cowboy, 
there has always been a long-standing association between politics and the figure in American 
life. Successive presidents have utilized a romanticized image of the cowboy, derived largely 
from its more conservative Dime Novel configuration, as a means to endear themselves to large 
sectors of the public. This political appropriation relies upon an image of the figure as an 
unshakeable bastion of moral values thought to be both intelligible and favorable to a mass 
audience. In The Return of the Vanishing American, Fiedler notes the suitability of the 
traditional cowboy’s ‘safe’ rebellion for political requisition: “[cowboys] rebelled no more than 
they conformed, neither coming into their inheritances and settling down nor killing their 
fathers and challenging the power of the State.” 41 Fiedler’s reading suggests that the cowboy 
is easily co-opted by the establishment as a tool for what Marcusians might term ‘repressive 
desublimation’; acting as a kind of release valve or aesthetic gesture for radical feeling. 

As part of their Marcusian rejection of the ‘spontaneous’ rebellion of the traditional 
cowboy, the 1960s anti-Western also examines the figure’s legitimization of violence as a valid 
means of achieving one’s goals. Writers of the 1960s frequently negate the moral worth of 
violence, questioning its effectiveness as a force for good: “Distinction must be made between 
violence and revolutionary force. In the counterrevolutionary situation of today, violence is the 
weapon of the Establishment; it operates everywhere, in the institutions and organisations, in 
work and fun, on the streets and highways, and in the air.” 42 Traditionally, the cowboy liberates 
himself from either, the savagery of the wilderness, or the corrupt authoritarian politics and 
ideological conformity of civilization, through the redemptive use of violence. In contrast to 
this emphasis on violence, the 1960s anti-Western employs a specifically pacifist form of the 
anti-heroic. This serves to emphasize the negative elements of the violence of the traditional 
model. 

In particular, by presenting the reader with a set of ideological problems that only a 
demythologized, anti-heroic version of the cow-boy figure can contend with, writers, such as 
Ishmael Reed and James Leo Herlihy, reaffirm the importance of the postwar individual. This 
reconstitution transcends the conventional mythological boundaries of the cowboy in order to 
move the figure toward a position of, ironically. More relevant ‘concrete’ possibilities, 
providing one possible answer to Fiedler’s enquiry: “Can [we] re-establish the West 


41 Ibid., p. 91. 

42 Ken Kesey, One Flew Over the Cuckoo’s Nest, rev. ed., London: Methuen: 1962; London: Calder & Boyars: 
1972; London: Picador, 1973; London: Marion Boyars, 1979, p. 242. 
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anywhere?” By repositioning the cowboy on the frontier of the mind, rather than any 
anachronistic geographical boundary, 1960s writers contribute to a necessary renewal of the 
figure, as Fussell notes, “The West exerted serious imaginative impact in the United States 
only so long as it remained a living idea, which was only so long as it survived in real 
potentiality.” 43 

The contemporary anti-Western contributes to the continuing relevance of the cowboy 
in a period of, otherwise negatively viewed, political appropriation. By subverting the 
conventions of the traditional cowboy, 1960s writers prevent the figure from becoming entirely 
redundant to a great deal of the population; a situation that was in danger of realization in the 
postwar age. 

The 1960s anti-Westem’s creation of a distinctly metaphysical version of the cowboy 
instils the figure with a new philosophical validity. Furthermore, by introducing a deeper, more 
organized element to the rebellion of the cowboy, the figure assumes a Marcusian credibility, 
reinstating its relevance to a new generation of countercultural readers. The infusion of a 
distinctly Marcusian, pro-communal ideology indicates a reexploration of the relationship 
between the subject and the world. The presentation of cowboy figures who prosper through 
the rejection of emotional individualism echo the Personalist suggestion that the individual 
must seek to combine his rebellion with like-minded peoples in order to maximize his potential 
to change the world around him. In attempting to incorporate an overtly ethical element into 
the cowboy, one could suggest that writers, such as Reed, Markson, and Herlihy, produce a 
modem iteration of the ‘social bandit’. Indeed, in some respects, the socially informed motives 
of the 1960s cowboy seem to parallel those of the Reconstruction Outlaws of the dime novel 
in the period between 1865 and 1880, “whose outlawry was a response to injustices perpetrated 
by corrupt officials acting at the behest of powerful moneyed interests.” 44 

Undoubtedly, both these sets of figures are anti-heroes who stand in opposition to a 
society that perceived to have lost its moral, social, and political integrity. They ride into the 
corrupt township of American ‘civilization’ in order to flush out the dishonest members of 
officialdom, and leave the landscape in a decidedly more humanitarian fashion and they can, 
somehow, be seen as an integral part of the rebellion of the 1960s counterculture. 


43 Edwin Fussell, Frontier: American Literature and the American West, Princeton: Princeton University Press, 
1970, p. 24. 

44 Herbert Marcuse, Counterrevolution and Revolt, Harmondsworth: Penguin Books, 1972, p. 129. 
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By reinvoking the archetypal, heroic figures of American culture, then subverting, 
parodying and reconfiguring them as anti-heroic, writers of the 1960s expose the gulf between 
the heroic ideal and its reality. The novels discussed so far attempt to reveal a significant 
incongruity between a national heroic ideal and its reality in contemporary postwar America 
and they examine the individualist and chivalric image of the traditional cowboy figure, 
contrasting this with the mundane and dangerous ‘reality’ of life on the frontier during the 
nineteenth century. 
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THE IN BETWEENNESS OF THE SELF OR TORN BETWEEN TWO 

IDENTITIES 


Delia-Maria Radu 

Assist. Prof., PhD, University of Oradea 


Abstract: Characters in novels and films can sometimes, just like real people, get caught in 
between two cultures, two identities, two aspirations a.s.o. Usually this state of in betweenness 
leads to their unhappiness, until they find a solution to deal with it, either by becoming accepted 
by the others, or by changing something, moving on in their lives. 

Keywords: identity, (in)tolerance, in betweenness, hardships, (un)happiness 


As a remnant of the patriarchal society, women are supposed to get married and have 
children, especially at a certain age (less than in the past, it is true, but there is still a pressure, 
especially from parents and close relatives), to “follow the tradition” and failure to do so may 
lead to feelings of entrapment and insecurity. 

Identity, the representation a person holds of himself/herself, is associated with the 
notion of well-being, of happiness or satisfaction with one’s life. Sometimes, women may feel 
dissatisfaction with their own lives apparently for no reason at all. They seem to have 
everything they could wish for, yet there’s something missing. This is the case of Elizabeth 
Gilbert’s main character of the novel Eat, Pray, Love, whose journey across the world in search 
of herself is triggered by such a personal crisis. Material status, all the things that surround her 
“the prestigious home in the Hudson Valley, the apartment in Manhattan, the eight 
phone lines, the friends and the picnics and the parties, the weekends spent roaming the aisles 
of some box-shaped superstore of our choice, buying ever more appliances on credit? I had 
actively participated in every moment of the creation of this life - so why did I feel like none 
of it resembled me?” (Gilbert, 2006:14) 

Can’t fulfill the inner void that makes her cry to sleep on her bathroom floor every night 
and seek a way out of her marriage. 
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In spite of her feelings of entrapment, Liz is a fortunate woman. She gets out of her 
marriage just because she is unhappy and longs for more, for something else. But countless 
women, throughout time and even nowadays, are stuck in abusive relationships, not daring to 
contemplate leaving, not seeing where they could go. Both Joanne Harris and Chitra Banerjee 
Divakaruni deal with this issue in their novels. 

Joanne Harris’ Chocolat is the story of Vianne Rocher, a single mother with a young 
daughter, who arrives in the village of Lansquenet-sous-Tannes and opens a chocolate shop, 
La Celeste Praline, in a disused bakery facing the church, thus disturbing Francis Reynaud, the 
parish priest. It takes her a while to be accepted, but during the process she gets to know various 
inhabitants 

Josephine Muscat explains Vianne what is considered in their village (or in any village, 
in fact, one could add) to be a decent, good wife and community member, thus betraying her 
feelings of maladjustment: ‘There’s a line across Lansquenet’ - demonstrating on the counter 
with a callused finger - ‘and if you cross it, if you don’t go to confession, if you don’t respect 
your husband, if you don't cook three meals a day and sit by the fire thinking decent thoughts 
and waiting for him to come home, if you don't have children - and you don’t bring flowers to 
your friends’ funerals or vacuum the parlour or - dig - the - flowerbeds!’ She was red-faced 
with the effort of speaking. Her rage was intense, enormous. ‘Then you're crazy!’ she spat. 
‘You’re crazy, you’re abnormal and people - talk - about - you behind your back and - and - 
and —‘ She broke off, the agonized expression slipping from her face.’ (Harris, 2007:72) 

Chitra Banerjee Divakaruni’s main character in The Mistress of Spices, Tilo, who 
narrates the story, has moved to another country than her own to manage a spice shop and 
provide spices to other immigrants belonging to the Indian community. She is “in between”: in 
a new country, but forbidden to leave the shop, she is young, but, like in a fairy-tale, in order 
to accomplish her mission and avoid any temptations, she has been transformed into an old 
lady who wears traditional clothes and thus continues to live and behave like in the “old 
country”. Tilo falls in love with a Native Indian and in the end chooses to adapt herself to her 
new situation and move on, taking a new name, Maya, which suggests her permanent dual 
nature (any migrant’s dual nature, in fact): “in the old language it can mean many things. 
Illusion, spell, enchantment, the power that keeps this imperfect world going day after day.” 
(Divakaruni, 1997:317) 


268 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Among her customers, she meets Lalita, a dress-maker from Kanpur. The elder of her 
sisters, in danger of remaining a spinster and staying with her parents all her life (which was a 
shame, according to tradition), Lalita accepted an arranged marriage with an Indian living in 
America. The marriage is not a happy one. Ahuja, her husband, is a watchman at the docks and 
has taken to drinking. Besides, he is abusive and refuses to let her work, for fear that by doing 
so he would prove to be “not man enough”. He is jealous, over-controlling and beats her. 
Following Tilo's advice, she finally gathers the strength to leave him and goes to a battered 
women’s shelter, looking for a new start. 

What are abusive relationships (which involve either emotional or physical abuse) and 
why do women not dare to get out of them ? Beverly Engel defines emotional abuse as 
nonphysical behavior designed to control, intimidate, subjugate, demean, punish, or isolate 
another person through the use of degradation, humiliation, or fear. It ranges from verbal abuse 
(belittling, berating, constant criticism) to more subtle tactics like intimidation, manipulation, 
and refusal to be pleased. (Engel, 2002:10) [...] Once locked inside such a relationship, women 
change. Emotional abuse is like brainwashing in that it systematically wears away at the 
victim’s self-confidence, sense of self-worth, trust in his or her perceptions and self-concept. 
(Engel, 2002:13) 

Emotional abuse turns Josephine Muscat into a kleptomaniac: “Can’t you see?”, she 
tells Vianne. “I’m no good. I steal. I lied to you before. I steal things. I do it all the time!” 
(Harris, 2007:110) Both her husband and the village priest know that she steals, and her 
husband speaks about his own cross to carry by having to bear with her, to wake up to “her 
stupid face every morning”, to catch her time and again with her pockets full of stolen stuff 
from the market, lipsticks and bottles of perfume and jewellery, exposed to public gossiping 
and mockery in church. It is only his ego that matters, the public image, and convinced he is 
the victim in the relationship (his wife supposedly costs him money and held him back from 
who knows what glorious things). 

After having been left by his wife, he claims to want her back for the sake of their 
marriage, but even Reynaud, the priest, can see through this pretext. He knows Muscat wants 
his wife back only “to cook his meals. To iron his clothes. To run his cafe. And to prove to his 
friends that no-one makes a fool of Paul-Marie Muscat, no-one. I despise this hypocrisy.” 
(Harris, 2007:206) 
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Ahuja’s wife is more submissive. She “is young and seems even younger. Not a brash, 
buoyant young but raw and flinching, like someone who’s lately been told and told she’s not 
good enough.” (Divakaruni, 1997:14) She goes to the shop every week, after payday, and only 
buys the essentials, sometimes holding things she longs for, but putting them back, not daring 
to disobey her husband. She is so much under the influence of her husband that she has lost her 
old personality and dreams, even her old identity, and she only thinks of herself as a wife. 

As for physical abuse, historically, intimate partner violence (IPV) had been afforded 
privacy, being a subject that was not spoken about nor brought into the public domain. IPV 
remained ‘behind doors’, being spoken of in whispers and ‘gossiped’ about by neighbours. 
Minimal support was offered to those who experienced abuse as the general public alienated 
them and their problems. IPV is insidious and may intensify over time, involving financial 
control, physical violence, sexual assault and psychological intimidation. Universally, the 
results of such abuse have a devastating impact on the lives of the survivors, and their families, 
the survivors often remaining in a violent relationship for years, living in fear and pain. [...] 
some experiences being too traumatic to recall, and some not perceived as being controlling or 
abusive. Many survivors minimize their injuries, either due to fear of persecution or accepting 
their treatment as a ‘cultural norm’, (see Keeling & Mason, 2008:2) 

Many times, abused women lie when having to explain the different bruises and marks 
on their bodies and faces. So does Josephine Muscat, a large woman with a square, unhappy 
face, with “nimble large hands, rough and reddened with housework”, with her mouth 
perpetually downtumed. She steals things, as a consequence of being abused by her husband, 
who isolates her from any potential friend in order to control her better. As Vianne describes 
her, it is clear that she has been abused into submission and how this has affected her: 
“Josephine’s hands digging fiercely into her pockets and head lowered as if to headbutt some 
u nkn own aggressor. [...] ten years of Paul-Marie Muscat made her wan and ungainly. Half- 
mad with fear, but underneath the madness, a sanity which chills the heart.” (Harris, 2007:185) 
When she starts opening up to Vianne, she is getting ready to resort to the usual lies, 
before admitting the truth. “There was a fresh bruise just beneath her lower lip, bluish in the 
failing light. She opened her mouth for the automatic lie. I interrupted her. ‘That’s not true,’ I 
said. [...] When she spoke at last her voice was thick with self-loathing. ‘It’s stupid, isn’t it?’ 
[...] ‘I never blame him. Not really. Sometimes I even forget what really happened.’ [...] 
‘Walking into doors. Falling downstairs. St-stepping on rakes.’ She sounded close to laughter. 
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I could hear hysteria bubbling beneath the surface of her words. ‘Accident-prone, that’s what 
he says I am. Accident-prone’.” (Harris, 2007: 109) 

Like Josephine, Lalita blames herself for what she goes through: “Mataji, maybe some 
of it was my fault. [...] My fault my fault. A refrain so many women the world over have been 
taught to sing.” (Divakaruni, 1997: 99) 

According to Michael S. Kimmel, (in Keeling & Mason, 2008:30) some violence by 
men against women is motivated not only by anger, frustration or other feeling, but by the 
desire to control, to dominate women’s lives. In a patriarchal society, women are dominated 
and oppressed emotionally, socially, financially and sexually. Women may be less likely to 
seek social support due to isolation, economic dependence or fear of retaliation. Domestic 
violence frequently includes attempts to isolate the victim from potential support systems. 

Josephine Muscat kn ows it all: “Her face as she turned back was a blur of misery. I 
could see that she was close to tears. ‘This always happens,’ she said in a harsh, unhappy voice. 
‘Whenever I find a friend he manages to ruin it for me. It’ll happen the way it always does. 
You’ll be well out of it by then, but me-‘ (Harris, 2007:148) 

As does Lalita, in The Mistress of Spices, whose husband refuses to let her work (which 
would be an insult to his manhood) and who wants to control every aspect of her life, every 
contact she has with her family or other people: “Recently, the rules. No going out. No talking 
on the phone. Every penny I spend to be accounted for. He should read my letters before he 
mails them. And the calls. All day. Sometimes every twenty minutes. To check on what I’m 
doing. To make sure I’m there. I pick up the phone and say hello and there is his breathing on 
the end of the line.” (Divakaruni, 1997:103) 

Jay Peters discusses domestic violence myths, which, he claims, serve a larger social 
function of supporting patriarchy by trivializing the abuse and marginalizing victims and with 
them the whole social problem of domestic violence. In addition to blaming the abuse on the 
victim’s character, the myths also promote the view that the victim causes the abuse by her 
(bad) behaviour through nagging, making the batterer jealous, through acting provocatively 
with other men, or arguing with her partner when she should ‘know better’, (in Keeling & 
Mason, 2008:139-40) 

There are women in the village, who consider themselves superior and blame Josephine 
for her problems and sympathize with her husband: ‘Braze, that’s what she is,’ hissed Joline 
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Drou to Caro Clairmont as they passed the door in haste. ‘Quite brazen. When I thi nk of what 
the poor man had to bear with (Harris, 2007:201) 

Domestic violence myths appear to serve the social function of keeping women ‘in their 
place’ through reinforcing patriarchal attitudes towards the use of force and coercion towards 
women, (in Keeling & Mason, 2008:145) 

But abusive behaviours and relationships also lead to the destruction of the couple, of 
the marriage, to the disappearance of any feelings of love or tenderness. If Lalita never loved 
her husband, being trapped into an arranged marriage, Josephine’s feelings have faded in time. 

“I try to remember what it must have been like loving him,” confesses Josephine, “but 
there is nothing there. It’s all a blank. Nothing there at all. I remember everything else - the 
first time he hit me, oh I remember that - but you’d think that even with Paul-Marie there’d be 
something to remember. Something to excuse it all. All that wasted time.” (Harris, 2007:190) 
After breaking free from her husband’s domination and finding shelter and support in 
Vianne’s house, soon Josephine seems a different woman: “In only a few days she has changed 
the look of vapid hostility has gone, as have the defensive mannerisms. She seems taller, 
sleeker, abandoning her permanently hunched posture and the multiple layers of clothing which 
gave her such a dumpy look.” (Harris, 2007:210) 

As for Lalita, we do not find out what the future has in hold for her. She writes Tilo 
from a shelter, where she is still in between, torn between the desire of leaving the shelter which 
is far from the conditions she had at home, of returning to her husband, longing for the brief, 
happy moments with her husband, and the desire of dignity and happiness every woman 
deserves, as Tilo has told her (Divakaruni, 1997:272) 

As we have seen from the examples above, characters in novels (which are, sometimes, 
turned into movies) can sometimes get caught in between two cultures, two identities, two 
aspirations a.s.o., just l ik e real people. Usually this state of in-betweenness leads to their 
unhappiness, until they find a solution to deal with it, either by becoming accepted by the 
others, or by changing something, moving on in their lives. 

Elizabeth Gilbert’s protagonist (who is the fictionalized version of herself) is not happy 
in spite of a good marriage, good social and economic status, without having a real reason for 
that. She simply does not fit the pattern of “traditional” women who are supposed to wish for 
nothing else than what she has got and settle into a calm routine after marriage. She is in 


272 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


between her “duty” to comply with this image/tradition and her own feelings and inner void. 
Failure to fit in makes her leave and travel the world in order to find herself and her inner peace. 

The situation is different in the case of the other two characters, Joanne Harris’ 
Josephine Muscat and Chitra Baneerjee Divakaruni’s Lalita, women whose husbands abuse 
them, both emotionally and physically, and whose identities have, therefore, been lost during 
the process. The abuse leaves marks on their behavior and posture, and it is only because of 
new found friends and mental support that they even contemplate leaving their husbands. In 
their case, we have considered that the in-betweenness refers to carrying on bearing their 
husbands’ abuses or daring to leave them and regaining their own identities and lives. 

In order to understand what they have been subjected to, we have recoursed to field 
literature explaining abuse and its consequences on its victims. Then we have applied the theory 
to the chosen texts, showing how the characters are described and behave like real, typical 
victims of abuse. Their unhappiness stems from forgetting how to assert themselves, and being 
caught between their spousal “duty” and their right to dignity and happiness. Their only chance 
is to gather the courage of leaving their abusive husbands and start living on their own. 
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Abstract: In this paper we aim to analyze the theatricality of modem dramatic text starting from the 
binomial of text and representation. The theatricality in modern theatre will not be any more pleased 
to be only a “regard” to the inferiority of action and to the interior dramatic conflict that belongs to 
the theatrical discourse, but it aspires to the quality of the theatrical representation, becoming a fiction 
infusion in the scenic reality. We will try to solve the concepts of theatricality, dramatic conflict, 
dramatic action and non-action, dramatic character, based on a theatrical texts corpus belonging to 
the French dramaturgy: Eugene Durif Michel Azama,. Beyond this theoretical spotting, we especially 
bring in an aesthetic and value questioning of the dramatic contemporary text seen in its both textual 
and spectacular signification. 

Keywords: theatricality, text, representation, dramatic conflict, French dramaturgy. 


Binomul text-reprezentatie si-a modificat de foarte multe ori polii de importanta in 
istoria evolutiei esteticii teatrale, in general si a dramaturgiei, in special. 

De la viziunea texto-centrista din perioada teatrului clasic, dar si realist inspre 
suprematia regizorala sau inspre o autonomie narcisistica a reprezentatiei teatrale din teatrul 
modem in care textul a devenit pretext, iar reprezentatia teatrala - un construct spectacular cu 
viata proprie, textul dramatic si in special conceptele de teatralitate si conflict teatral au 
cunoscut comprimari si dilatari succesive pentru a se putea modela in tiparele noilor estetici si 
uneori „mode” ale reprezentatiei teatrale. 

Concluziile la care vom incerca sa ajungem, pomind de la analiza si cuantificarea 
acestor concepte definitorii pentru teoria dramatica - teatralitate si conflict dramatic - pe un 
suport textual, as zice la limita dintre un text dramatic literar, poetic pe alocuri si unul cu un 
coeficient sporit de abstractizare, de conceptualizare, de surprindere a dramaticului in doze 
mici, terapeutice chiar, pe care teatrul francez modem in exemplified cu succes pe ambii 
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„versanti”, au venit in urma unor „neajunsuri” in incercarea de a sintetiza, sau chiar „a 
convinge” un interlocutor poate prea mult „cufundat” intr-o idealizare a textului dramatic clasic 
si clasicizant despre valoarea estetica si despre potentialul dramatic al textului modem. Nu cred 
sa fi existat vreun concept mai disecat, mai contestat sau, din contra, adulat, rejectat ca cele de 
teatralitate si conflict dramatic. In acest articol am incercat sa pomesc de la un punct de vedere 
experimental, de la o incercare de a supune textul dramatic in evolutia sa probei povestirii, a 
rezumatului. 

Autonomia discursului dramatic si mutatiile estetice ale conceptului de „conflict 

teatral” 

Daca am incerca sa surprindem intr-un rezumat, intr-o naratiune un text dramatic de 
tipologie clasica, realista multitudinea de acte, tablouri, personaje, didascalii, s-ar concentra pe 
vreo doua sau trei pagini centrate in jurul unui conflict dramatic major, un personaj exceptional 
in situatii extraordinare sau din contra, banale, extrase din cotidian, a catorva conflicte 
secundare cu rol de cadru, sustinere sau argument pentru cel principal, iar textul ar curge liniar 
intr-un crescendo narativ si concluziv, li rcsc sau oricum, in ciuda qui-pro-quo-urilor si a 
rasturnarilor de situatie previzibil, in cele mai multe dintre cazuri. Actiunea dramatica in teatrul 
clasic trebuie sa raspunda unor reguli precise, (regulii celor trei unitati, a verosimilitatii si a 
moralei). Decupajul in teatml clasic este unul bine determinat, actele sunt in general in numar 
de 5, iar primele trebuie sa se termine printr-un efect de suspans. Pauza dintre acte permite 
dramatizarea actiunii prin accelerarea elipsei temporale. 

Actiunea dramatica se concretizeaza in trei etape distincte: expozitiunea, conflictul si 
deznodamantul. Putem vorbi despre o vocatie conflictuala a teatmlui ce tine de patru cauze 
bine determinate in teatml clasic: prima ar fi o propensiune in reprezentarea conflictului. 
Argoul antic este codificat printr-un sistem complex de naratiuni metrice. Dramaturgia 
modema nu a fost influentata de aceasta codificare, ci mai degraba de o „scenarizare” a 
confruntarii: opozitia frontala dintre doi adversari, tensiunea ritmica, punerea in scena a 
confruntarilor. A doua cauza rezida in vocatia „pasionala” a teatmlui ce s-a nascut de la 
necesitatea trupelor de teatru, de a capta publicul, de a-i controla prin arta pulsatiile. La acestea 
se adauga un gest pronuntat pentm rasturnarile de situatie, pentm asa-numitele striking effects 
care si ele contribuie tot la crearea unor reactii la nivelul publicului. O ultima cauza ar fi regimul 
de concurenta intre tmpe, nevoia de succes care a facut posibila gasirea de noi forme de 
„rentabilizare” si „performativitate” a succesului la public. Disputa teatrala, conflictul teatral a 
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fost reprezentat pe scena fie intr-un mod intern, explicit, prin reluarea unor argumente 
polemice, sau printr-un mod extern implicit prin care un text intervenea direct intr-o disputa, 
dar fara a face referinta directa la situarea conflictuala initiala. Drama burgheza, comedia de 
moravuri sunt pline de asemenea exemplificari prin dramatizari sau problematizari ale unor 
„cusururi” ale unei societati sau alta. 

Trecand prin experientele dramatice de idei ale teatrului absurd si ale existentialismului, 
conflictul dramatic si-a mutat accentul spre interioritatea personajului, spre o zona a unui 
intimism conflictual si fragil, facand astfel trecerea spre un teatru al trairilor estompate, al 
conflictelor latente, interiorizate, pana la identificarea cu un anti-erou, in cautare de raspunsuri 
sau surprins pur si simplu in „pasajul” sau viata, prin propriul destin pierdut in arcanele unei 
colectivitati diforme, ale unui determinism genetic, biologic, istoric sesizat ca unul violentator 
de cele mai multe ori. 

Pe de alta parte, asistam la o teoretizare a teatrului pe care am putea-o numi metateatru 
si care ar fi efectul unei negari legate chiar de mecanismele reprezentatiei teatrale. Acest tennen 
ar putea explica functionarea contradictorie a spectatorului care intelege ca ceea ce pare real 
pe scena nu are consecinte in afara ei si care face referinta directa la efectul de distantare 
brechtian generator si el de placere teatrala. Inca de la origini, teatrul a avut si o valoare 
autoreferentiala. Structura proteiforma a teatrului in teatru poate explica aceasta dubla ipostaza. 
Procedeul de mise en abime era foarte des intalnit in perioada baroca si exprima o viziune 
asupra universului in functie de care „lumea toata e o scena si toti suntem actori in ea” 
(Shakespeare). 

Corneille a scris intr-o piesa despre manipularile iluziei teatrale L'illusion comique, iar 
Shakespeare a folosit in Hamlet teatrul ca instrument de interventie in interiorul actiunii pentru 
a o impiedica prin crearea unui efect de oglinda. Pirandello creeaza in Sase personaje in 
cautarea unui autor un efect de dedublare spectaculoasa a teatrului si a realitatii. Michel Pruner 
considera ca : « le theatre contemporain a souvent recours pour mettre en jeu son propre 
questionnement: Beckett et Pinget en multiplient les effets de trompe-l’oeil, Ionesco s’amuse 
de la derision ainsi provoquee »'. 

Teatralitatea textului dramatic intre necesitate si artificiu 


1 Michel Pruner, L'analyse du texte de theatre , Nathan Universite, Paris 2001: „teatrul contemporan a recurs de 
multe ori la o punere in scena a propriului chestionar asupra sa: Beckett si Pinget multiplica efectele de trompe- 
I'ceil, Ionesco se amuza de deriziunea astfel provocata”. 
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Discursul critic despre teatralitatea acestei structuri de al doilea grad trimite la o 
interogatie asupra modalitatilor de reprezentare ale acesteia. Aratand scenic mecanismele care 
fundamenteaza iluzia teatrul o distruge astfel iar aceasta s-ar prezenta doar ca un instrument de 
investigare a realitatii. 

Dincolo de conceptul de teatralitate, orice text dramatic este susceptibil de a fi montat 
pe scena. Au existat insa si autori care s-au recuzat de calitatea de a fi reprezentati pe scena. 
Astfel, Musset regrupa ansamblul operei sale dramatice sub apelativul de „spectacol intr-un 
fotoliu”, ca si cum ar respinge orice tentativa de a fi montat pe scena. Lorca vorbea despre „un 
teatru improbabil”, iar Claudel isi diferentia „versiunea integrala” de o versiune pentru scena. 

in realitate, de cele mai multe ori, vorbim despre o inadvertenta, de o sciziune estetica 
a binomului text-reprezentatie. Anumite texte dramatice cu potential literar si poetic si cu un 
coeficient de literaritate ce pe alocuri il intrece pe cel al teatralitatii par sa fie greu de surprins 
scenic prin codurile reprezentatiei teatrale existente intr-o anume epoca. A fost nevoie pentru 
foarte multe texte dramatice de o dezvoltare a reprezentatiei teatrale prin aportul adus de artele 
plastice, cinetica si multimedia pentru a putea prinde contur si forma scenica. 

intrebat fund ce importanta acorda textului dramatic, Grotowski a raspuns: „Nu aceasta 
este esenta problemei. Esenta este intalnirea [...] Textul este o realitate artistica ce exista in 
mod obiectiv, este o realitate de sine-statatoare. in aceste conditii, daca un text si-a pastrat toata 
forta pana azi, daca confine o concentrate de conflict foarte putemic, ofertant din punct de 
vedere scenic, daca este strabatut de experience umane, de iluzii, de mituri si, in genere, de 
adevaruri care sunt actuale si astazi, valabile implicit si pentru noi, aceasta inseamna ca textul 
devine un mesaj pe care il primim de la generatiile anterioare” 2 . 

Textul dramatic nu trebuie doar „tradus” in diferitele semne scenice ale reprezentari; ar 
trebui pornit - in orice decriptaj al binomului text-reprezentatie - de la ansamblul sistemelor 
scenice care tin de toti emitatorii prezenti in acest raport. «Le texte dramatique n’est une donnee 
stable et definitive. Il est mis en question a partir des diverses sources, de l’enonciation : 
Tespace, le comedien, le rythme de jeu, la phrase etc. 3 ». Aceste „constrangeri” ne impiedica 
sa vedem punerea in scena ca pe o simpla transpunere a textului. Exista, bineinteles, intre text 
si scena, un transfer constant de elemente de teatralitate, acele „matrice textuale ale 

2 Jerzy Grotowski, Spre un teatm same, trad. George Banu, Mirella Nedelcu-Patureau, Editura Unitext, Bucuresti, 
1998, p. 34. 

3 Patrice Pavis, Verse une Theorie de la Pratique Theatrale : Voix et Images de la Scene, Septentrion Presses. 
Universitaires, 2007, Villeneuve d'Ascq: „Textul dramatic nu este un dat stabil si defmitiv. Insa este pus in 
chestiune, pornind de la diferitele surse ale enuntarii: spatiul, actorul, ritmul de joe, fraza etc.”. 
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reprezentatiei” 4 , asa cum le numea Anne Ubersfeld, dar acestea trebuie completate in 
pennanenta printr-o interventie exterioara punerii in scena care confera o anume vizualizare si 
concretizare a enuntatorilor. 

Conceptul de teatralitate este pentru teatru ceea ce ofera pentru literatura opozitia dintre 
literal si literar si a fost teoretizat mai riguros prin aporturile aduse analizei de spectacol de 
cuceririle semiologiei si prin contributia adusa de artele vizuale. 

Constructia unui demers critic in jural conceptului de teatralitate tine si de mutatiile 
consecutive cunoscute de receptarea binomului text-reprezentatie: asistam astfel la o dubla 
intentionalitate. Pe de o parte, teatralitatea este folosita ca un cadru (a pune in scena, pe de o 
parte, este echivalent, cu a instala in timp si spatiu, iar pe de alta parte, semnaleaza un proces 
de disolutie a cadralui). 

Notiunea, conceptul de teatralitate a jonglat mult cu tenneni aflati intr-o sinonimie 
uneori perfects, alteori incompletS ca: „artificiu”, „mijloace scenice”, iar definitiile au coincis 
mai toate in aceastS zona a capacitStilor, calitStilor unui text de a fi transpus scenic. Inainte de 
a trece la aplicarea acestor douS concepte pe corpusul nostra textual si implicit de a rSspunde 
la intrebarea dacS este sau nu textul de teatru modem ofertant sau si mai bine dacS poate fi 
„articulat” si din perspectiva teatralitStii si a conflictului dramatic vom incerca sS surprindem 
un ultim reperaj teoretic al acestui concept atat de controversat. 

in lucrarea Dictionnaire des mots nouveaux, Pierre Gilbert vorbea despre „calitStile” 
teatrale ale unei opere 5 ”. Din analiza lui Gilbert concluzionSm faptul ca teatralitatea nu poate 
fi raportatS la un singur model teatral si ca ea s-ar referi in principal la scena: comentariile care 
vizeazS mijloacele specifice scenei fac referire la lumini, la decor, la gesticS, la tonalitate, la 
elemente stilistice si stracturale ale scenei si reprezentatiei teatrale si nicidecum la textul de 
teatru in calitatea sa de forma literara. 

La o lectura quasi-circulara a teoriilor despre teatralitate, putem remarca o constants a 
celor ce reitereaza pluralitatea conceptului de teatralitate, perceput ca o suma de elemente care 
impreuna sau separat confera dimensiunea teatrala textului dramatic. Fascinatia pentru 
teatralitate a fost, mai degraba, apanajul unei viziuni centrate pe religie si care avea ca 
fundament ideea ca se poate face teatru din orice. Rusconi si Artaud vizau, pe aceasta linie, o 
separare totala a teatralui de actualitate: „Teatral [...] trebuie sa se rapa de realitate [...], 


4 Anne Ubersfeld, Lire le theatre, Paris, 1977, Editions sociales. 

5 Pierre Gilbert, Dictionnaire des mots nouveaux, Paris, Hachette, 1971, pp. 11-19. 
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obiectivul sau nu este sa rezolve conflicte sociale sau psihologice, sa serveasca drept camp de 
bataie pasiunilor morale, ci sa exprime obiectiv adevaruri secrete...” 6 . 

Nu ne vom opri asupra tuturor incercarilor de a defini conceptul de teatralitate, ci doar 
asupra celor ce ne vor permite sa demonstram ca in textul dramatic modern teatralitatea devine 
un pur artificiu, un construct poetic, textual si nu o conditie sine qua-non a reprezentatiei 
teatrale. 

Roland Barthes percepea teatrul ca pe o masina cibemetica, una care emite mesaje si 
care comunica. in stare de repaus, aceasta masinarie sta in spatele cortinei. Dar, de indata ce 
este descoperita, ea incepe sa transmits un anumit numar de mesaje. Aceste mesaje au ca 
particularitate faptul ca sunt simultane, dar cu un ritm diferit; la un anume moment al 
spectacolului, primim in acelasi timp 6 sau 7 informatii (venite dinspre decor, de la lumini, de 
la actori, gesturi, mimica, rostire scenica, dar cateva informatii sunt fixe - decorul, iar altele 
mobile - rostirea, gesturile). Ne situam astfel, in fata unei reale polifonii de informatii si tocmai 
in aceasta ar consta teatralitatea in viziunea lui Barthes, intr-o „multitudine de scene” 7 . 

Teoriile lui Barthes par sa nege teatralitatea textului de teatru si sa configureze 
premisele unui teatru de actiune gestuala. Conceptul de teatralitate apare la Barthes intr-o 
stransa legatura cu ideea de proximitate si distanta care, in mod ideal, marcheaza in teatru 
dihotomia scena-sala. Pentru Barthes, continutul apartine dimensiunii create de reprezentatie, 
o dimensiune asertiva, unde se intalnesc spatiile si personajele create de catre autor. 

Indicii textuali ai teatralitatii sunt recognoscibili in functie de instrumentele de 
comunicare si de situatiile teatrale din text: alternanta pronumelor, referinta spatio-temporala, 
si cea actantiala, auto-desemnarea teatrala, a artificiului si a conventiilor, indicii oralitatii. 

Oralitatea este si ea un segment important al teatralitatii si ca si aceasta din urma, se 
inscrie mai mult sau mai putin implicit in text prin urmatorii markeri textuali: ezitarile, pauzele, 
tacerea, prezenta insistenta a non-verbalului, rupturile sintactice sau ritmice, constructia 
defectuoasa sau ezitanta ca semn al reticentei sau a dificultatii in vorbire a locutorului, marcile 
faptice ale discursului, prezenta stilului argotic, familiar cu toate avantajele comunicarii 
cotidiene. 


6 A. Artaud, Le theatre et son double, theatre oriental et theatre occidental, CEuvres completes, tome III, 
Gallimard, Paris 1964. 

7 Roland Barthes, Litterature et signification, in Essais critiques, Paris Seuil, 1964. 
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Marcile literaritatii si ale teatralitatii - asa cum afirmam si la inceputul argumentarii 
noastre, nu se afla intr-un raport de identitate, ci mai degraba, tind a se topi una in substanta 
celeilalte. 

In teatru, estetismul unei imagini, literaritatea nu are valoare in site. Ea trebuie sa fie 
preluata de situatia dramatica. Exista o teorema implicita care consista in a spune ca efectul 
poetic al unui text este multiplicat de eficacitatea dramatica a scenei, adica prin capacitatea de 
a traduce „teatral” anumite proprietati stilistice ale limbii. Totusi, pentru a se dezvolta functia 
literara sau poetica, dupa Jakobson, si functia teatrala (dramatica) acestea au nevoie sa fie 
confruntate cu lumea fictiunii si cu constructia acesteia. Din aceasta perspective, scriitura 
dramatica se defineste prin raportul dintre textualitate, teatralitate si fictiune. 

Pentru Patrice Pavis, teatralitatea s-ar putea opune textului dramatic citit sau conceput 
fara reprezentatia mentala a unei puneri in scena: « Au lieu d’aplatir le texte dramatique par 
une lecture, la mise en espace, c’est-a-dire la visualisation des ou des enonciateurs, permet de 
faire ressortir la potentiality visuelle et auditive du texte, d’un apprehender la theatralite » 8 . 

In teatrul contemporan francez, mai precis in scriitura dramatica contemporana sunt tot 
mai prezente marcile teatralitatii fie si pentru a nega canonul teatral in ce are el mai pregnant: 
dialog, personaje, scene de jucat, tensiune dramatica. Scriitura moderna tinde sa se 
narativizeze, sa devina o povestire sau un monolog, un solilocviu si care ll pun pe spectator 
intr-o cu totul alta ipostaza decat cea de simplu privitor. Teatralitatea vine, in acest caz, de la 
crearea unui efect de artificialitate, de abatere de la norma. 

Ne vom opri la doua dintre piesele dramaturgului Eugene Durif, L’arbre de Jonas 9 si 
Le Petit Bois 10 . Prima este un dialog aluziv care vine parca sa atenueze prin artificiu efectele 
unei realitati prea „reale” intre doi adulti care vor sa convinga un adolescent sa se intoarca 
acasa. Ne este greu sa identificam motivatiile fiecaruia dintre personaje, dar si ratiunile cautarii 
lor. Ne aflam in fata unui text greu de perceput, greu de rezumat sau aproape imposibil ca si 
fabula sau actiune dramatica. Celalalt text, Le Petit Bois este o naratiune care se preteaza mai 
degraba lecturii decat jocului teatral. 


8 Patrice Pavis, Dictionnaire du theatre , Paris, Dunod, 1966, p. 359: „ln loc de a aplatiza textul dramatic prin 
lectura, punerea sa in spatiu, adica vizualizarea emitatorilor, permite sa iasa la suprafata potentialul vizual si 
auditiv al unui text, adica teatralitatea sa”. 

9 Eugene Durif, L 'arbre de Jonas , Actes Sud, Paris, 2010. 

10 Eugene Durif, Le petit bois, Actes Sud Papiers, Paris, 2012. 
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Je suis parti tot le matin sur mon velo. Le tueur de cochons etait deja debout. II m’a dit 
un grand bonjour. II nous faisait encore plus peur que la vieille aux mulots quand nous etions 
petits, Clara et moi. II a de grosses mains caresseuses, les veines apparaissent des qu’il ferine 
le poing. II a l’air si calme au jour des tuailles, quand il saisit la bete et la pend par les pieds. 
Nous avons regarde sans pouvoir bouger. II parle longtemps a l’avance, presque tendrement, a 
l’oreille de celui qu’il va saigner, comme si de rien n’etait, meme lorsque le cochon gigote, 
sursaute et hurle tant et plus, la tete presque au sol. II sait bien ou porter le coup de couteau, le 
piquer a la gorge pour que le sang gicle bien droit et coule dans la bassine. II ne faut pas que le 
sang tourne, avec le sang il fera du boudin. 11 

Este un text narativ care nu se conecteaza neaparat la o situatie dramatica in acceptiunea 
pe care teoreticienii o confera acesteia 12 . 

Miza textului este de a lasa actorilor si regizorului posibilitatea de a crea situatii 
dramatice putemice pentru a scoate textul dintr-un imobilism si o retractilitate autista aproape. 
Textul spune povestea cautarii unui personaj ce are alura unui vagabond dar si a unui cersetor, 
a unui nebun dar si a unui indragostit. Personajul este indragostit si o cauta in permanenta pe 
cea care a zarit-o intr-o zi la targ. Textul lui Durif se asteme asemenea unei panglici fara sfarsit 
si care urmareste cursa haotica si fara sens a personajului. Scriitura dezgoleste repetitiile si 
obsesiile personajului, formulele si procedeele textuale prin care teatralitatea intensified 
perceptia realului in ceea ce are repetitiv, obsesiv si intens. Acest tip de scriitura se vrea 
dependent de o anumita punere in scena care sa-i potenteze procedeele si mecanica pulsionara, 
sa-i intensifice teatralitatea. 

Revenim prin textele lui Durif la o teatralitate textuala putemic ancorata in scriitura si 
care pare sa se detaseze de o teatralitate a vizibilului, a non-textului, a unui teatru de imagini, 
similar cu cel al lui Bob Wilson. 

Teatralitatea subliniata prin conventia teatrala constienta - fie ea estompata sau intensa 
- se lasa interpretata ca atare printr-o schimbare a regimului fictiunii: spectacolul trebuie sa 
aleaga in orice moment pe ce plan fictional se situeaza actiunea descrisa sau aratata pe scena. 
Aceasta poate fi acceptata ca si reala, ca o realitate primara sau de referinta, sau din contra se 
poate situa intr-un univers fictiv care sa-i sublinieze dimensiunea imaginara. 


11 Ibidem. 

12 Patrice Pavis, Le theatre contemporain. Analyse des textes, Armand Colin, 2007, Paris. 
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Piesa Croisades 13 de Michel Azama este construita in intregime pe o asemenea 
altemanta a regimurilor fictionalc. Realitatea la care se face referinta este reprezentata de 
cotidianul nostru, de obisnuinta noastra de a consuma o lume concreta din imagini pre-fabricate 
si a caror tranzitie se realizeaza printr-o schimbare din telecomanda. Televiziunea a carei scena 
de teatru devine imaginea schimbata obsesiv prin telecomanda si prin care se deschid ferestre 
spre evenimente ale trecutului - cruciade, si ale prezentului - conflicted etnice si religioase. 

LA PETITE FILLE 

Tchac ! (elle arrache un bras de sa poupee.) 

Ma poupee a perdu un bras dans un bombardement. 

LE PETIT GARCON 

Vite ! II faut bruler la blessure pour que ca saigne pas. 


LA PETITE FILLE 

T’es bete. C’est une poupee, ?a saigne pas. 

LE PETIT GARMON 

II faut bruler quand meme. C’est comme ?a qu’on fait. (II brule l’epaule de la poupee 
avec une allumette.) Elle pue. Le plastique pue exactement comme les gens quand on les brule. 

LA PETITE FILLE 

C’est une poupee bine. Attention ! Elle a pris un eclat d’obus. Tchac ! 

Tchac ! Une jambe et l’autre bras ! 

LE PETIT GARCON 
T’exageres. Tu vas finir par la tuer. 

LA PETITE FILLE 


13 Michel Azama, Croisades, editions Theatrales, Paris, 1989. 
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Brule ! Brule ! Ah ! 9a pue c’est formidable ! On peut tout enlever tant qu’on enleve 
pas la tete elle est pas morte 14 . [...] 

Reprezentatiile ideologice, imaginile exotice sunt constituite din aceleasi stereotipii, 
fabricate textual de cuplul de personaje si implicit de puterea noastra de vizualizare si 
schematizare asupra lumii: indianul, cruciatul, evreul, delicventul etc., toti se conformeaza 
reprezentatiilor simpliste ale cartilor de istorie si ale mass-mediei. 

Orice reprezentatie mentala sau ideologica este teatrala in sensul ca ea reprezinta deja 
0 reprezentare a unei reprezentari si intr-un final nu mai percepem concret realitatea de referinta 
fata de reflectia ei teatrala. Orice reprezentare mentala sau teatrala intra in conflict cu 0 alta si 
0 deplaseaza pe cea precedents, in textul contemporan de teatru putem intalni situatii in care 
sa ne putem stabili un regim al fictiunii, stabil dintr-un punct de referinta de la care am pomit 
analiza asupra lumii. Tendinta obsesiva a fiintei umane era de a cauta sa distinga adevarul de 
fals si realul de teatral. 

Aceste tendinte antagonice sunt prezentate in orice text de teatru si cateodata in 
interiorul aceleiasi scene. 

Teatralitatea textului dramatic contemporan rezida in combinarea unor perechi 
antinomice caracter dramatic / epicizare; punere in scena / reprezentatie; literaritate / 
performati vitate. 

Caracterul dramatic al unui text este conditia esentiala de existenta al unui text dramatic 
- adica tot ceea ce tine de conflict dramatic sau de 0 contradictie de rezolvat. 

Dramaticului i se opune epicul - povestirea facuta de un narator prin intermediul 
descrierilor si prin reprezentarea indirecta a actiunilor prin cuvinte. Ambele registre apar ca si 
continuate in textul teatral contemporan si putem repera prezente ale epicului in dramatic si 
invers la autorii contemporani dar si in roman sau naratiune. 

Reprezentatia teatrala este obiectul empiric, spectacolul sau „punerea in scena” care nu 
isi gaseste coerenta nici sistemul. Punerea in scena (fara ghilimele) reprezinta tocmai acest 
sistem, aceasta coerenta care confera textului 0 structura, 0 semnificatie. Putem vorbi despre 0 
teatralitate a punerii in scena atunci cand cele doua segmente ale binomului nu se mai disting, 
ca de altfel nici cuvantul de corp, punctul de plecare de punctul de oprire. 


14 Ibidem , p. 13. 
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O ultima axa este aceea a opozitiei dintre literaritate si performativitate. Teatralitatea s- 
a nascut ca si o reactie la literaritatea textului dramatic, la o conceptie literara asupra teatrului, 
la dependenta fata de originea literara a unui text teatral. 

Incepand cu lucrarile lui Craig si Meyerhold sau de la suprematia regiei in teatru, ne- 
am obisnuit sa concepem teatralitatea asemenea unei practici autonome care isi are propriile 
reguli, fara a se opune celor ale textului. In cele din urma, teatralitatea a refulat scriitura 
dramatica, devenind aproape paradoxal forma finita si finala a traditiei occidentale a 
spectacolului. 

in teatrul dramatic contemporan, binomul text-reprezentatie incepe sa-si dobandeasca 
autonomia tennenilor si sa existe ca forme artistice de sine statatoare atat prin dimensiunea 
textuala, cat si prin cea spectaculara. 
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ELEMENTS OF THE COMMUNIST IMAGINARY IN THE NOVEL "UN OM 

DIN EST" BY I. GROSAN 
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Abstract: "Un om din Est" (A man from the East), a long promised novel by loan Grogan, appeared in 
2010, at Tracus Arts, Bucharest, accompanied by the promise of continuity, since it finishes with the 
specification "End of volume I". 

The novel was received differently by literary criticism and is characterized by sharpness of 
observation, skillful narrative art, full outline of the leading characters, irony and humor. As Daniel 
Cristea-Enache shows, the special merit of this author of the 1980s in the novel is that he manages to 
articulate "atmosphere fragments with those of epic and typology necessity". 
( http://atelier.Iitemet.ro/articoI/9358/Daniel-Cristea-Enache/Doua-caiete-si-un-roman-Un-om-din- 

Est-de-Ioan-Grosan. html ). 

The leading characters, two Romanian teachers who live the grey end of Ceausescu’s communit 
era in a small town A, tty to raise the reality in the novel to the intensity and expressiveness of fiction. 
By these two characters with an important epic and typological role, to whom other two well 
constructed characters are added, loan Grosan - already known as a novelist — becomes a master of 
derision as reflected in his novel. The collective imaginary is known to feed on a source of 
remembrances deeply embedded in the social memory. The novel "A man from the East" features 
elements of the communist imaginary in a mixture of derision, grotesque and burlesque, such as cult of 
the leader, party life with its famous blasts, communist blocks, magazines, specific food and clothing 
etc. 

Starting from these premises, the paper aims to present the way in which loan Grosan recovers 
the communist imagery of Ceausescu’s last years. 

Keywords: imaginary, communism, social memory, party life, derision. 

Romanul Un om din Est, promis de mult de loan Grosan, a aparut in 2010, la Tracus 
Arte, Bucure§ti, fiind insotit de o alta promisiune, aceea a continuitapi, Intrucat se mcheie cu 
specificarea „Sfar§itul volumului I”. Romanul a fost mult a§teptat de critica si de cititorii lui 
loan Gro§an, carora sa le demonstreze ca acesta nu este „prin excelen(a autorul de proza scurta 
al gcnerapci ’80” (Monica SPRIDON, 2005: 430), asa cum era el considerat inaintea aparipci 
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acestui roman, de§i compusese §i piese de teatru, scrisese deja un roman, semnase o serie de 
eseuri §i texte greu de clasificat generic. 

Un om din Est, primit diferit de critica literara, se caracterizeaza prin fincl.ca si 
ascutimca obscrvapci, prin abila arta narativa, prin conturul plin al personajelor centrale, prin 
noutatea compozipci, prin ironie §i umor. Dar a§a cum arata Daniel Cristea-Enache, meritul 
deosebit al acestui autor optzecist in acest roman este ca el reu§e§te sa articuleze „fragmentele 
de atmosfera cu cele de necesitate tipologica §i epica” 
(http://atelier.liternet.ro/articol/9358/Daniel-Cristea-Enache/Doua-caiete-si-un-roman-Un- 

om-din-Est-de-Ioan-Grosan.html) . 

Personajele centrale, doi profesori de romana care traiesc finalul cenu§iu al 
comunismului ceau§ist in orasclul transilvanean A., amandoi cu preocupari literare, incearca 
sa ridice romanescul existential la intcnsitaplc si expresivita(ile fic(iunii. Prin aceste doua 
personaje, carora li se alatura inca doua personaje foarte bine construite, cu rol epic si tipologic 
foarte important, loan Grosan devine, as a cum era deja cunoscut ca nuvelist, un master al 
deriziunii romanesti. 

Asa cum se Stic, imaginarul colectiv se hrane§te dintr-un bazin de amintiri adanc 
intiparite in memoria sociala. Romanul Un om din Est readuce in prim plan elemente ale 
imaginarului comunist, intr-un amestec de deriziune, grotesc §i burlesc, asa cum ar fi cultul 
conducatorului, via(a de partid, cu chiolhanurile renumite, blocurile §i interioarele comuniste, 
mancarea specified, revistele comuniste, imbracamintea specified etc. 

Pomind de la aceste premise, prezenta lucrare i§i propune sa urmareasca felul in care 
se reface in romanul lui loan Grosan imaginarul comunist al ultimilor ani ccausi^ti. 

Un om din Est are o arhitectura mobila, cu altemari de planuri §i modificari de 
perspectiva. Astfel, este structurat in doua ,,Par(i”, in care alterneaza planul narajiunii la 
persoana a treia cu cel epistolar, Din insemnarile erotice ale lui Nelu Sanepidu, dcmarcapa 
intre cele doua fund vizibila si la nivelul tehnoredactarii, cel din urma fiind scris cu italice. 
Experienjele erotice rememorate de profesorul de romana Nelu Cucerzan, zis Sanepidu, aflat 
la varsta de treizeci de ani, devin in mod foarte subtil adevarate experience social-erotice. Daca 
acesta descrie cu lux de amanunte ceea ce a trait, celalalt profesor de romana, prietenul §i 
colegul de cancelarie Iuliu Boma, reu§e§te, prin scrisul sau, sa influen(eze uneori realitatea. 
A§adar, primul descrie realitatea, celalalt o „pre-scrie”. Astfel, a§a cum observa acela§i Daniel 
Cristea-Enache, „romanul are o vitalitate prozastica datorata si acestei permanente modulari, 
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glisajului fin sau, dimpotriva, rapid de la o realitate exterioara, accesata prin diversele 
experience erotice ale lui Nelu Sanepidu, la una care se va materializa, halucinant, din lilele lui 
Iuliu Boma” (http://atelier.liternet.ro/articol/9358/Daniel-Cristea-Enache/Doua-caiete-si-un- 
roman-Un-om-din-Est-de-Ioan-Grosan.html) . 

Romanul Un om din Est, proza echilibrata §i matura, enunta §i el ceea ce Monica 
Spiridon considera „supratema” intregii crea|ii a lui loan Grosan, „raportul de forte dintre 
literatura §i vial,a” (Monica SPIRIDON, op. cit.: 430). Asa cum am afirmat deja, scrisul 
personajului Iuliu Borna reu§e§te uneori, cu o exactitate care il sochcaza in primul rand pe el 
insu§i, sa dirijeze scene din realitate, cu tinutclc oamenilor, cu intcrvcntiilc, limbajul si 
experience lor. Astfel, cateva pagini scrise de Borna cu o luna inainte si publicate sub fonna 
unei povestiri cu titlul Vanatoare in Evul Mediu, descriu cu minupozitatc scena ulterioara a 
vanatorii la care participa insusi Ccauscscu, urmata de „ospa|ul” de partid, la care Boma nu 
luase parte. Povestirea devine astfel una alegorica, incifrata. Chemat de maiorul Dobre, el 
insu§i personaj in povestire, devenit „biv-vel-vornicul Dobrota”, sa dea cxplicatii §i sa indice 
persoanele care i-au fumizat informa|ii despre cum au decurs vanatoarea si ospatul, profesoml 
Boma, dupa un savuros dialog referitor la „decodificarea” povestirii „cu cheie”, ii explica 
maiomlui ca el a scris textul cu o luna inainte de vanatoare. Nefiind crezut, continua: „Eu, 
vede(i... chiar am inventat scena, scenele... toate, aproape toate... adica nu le-am inventat, le¬ 
arn... le-am ... cum sa va spun... Eu am... mi-am descoperit o capacitate de a prescrie ni§te 
lucmri, care dupa aia se-ntampla... nu §tiu daca intclcgct)... [...] Tot ce scriu... sau aproape tot... 
se transforma in realitate... pot sa va §i demonstrez...” (p. 256). Pentru asta, Iuliu Borna ii arata 
maiomlui Dobre un teanc de foi scrise cu o zi inaintea intalnirii, atunci cand primise telefonul 
prin care era chemat sa dea cxplicatii. inmarmurit si scos din minti, maiorul observa ca textul 
din foi parea o reproducere a intregii discufi i dintre cei doi, sau mai degraba o anticipare. in 
felul acesta, Iuliu Borna determina intr-un fel realitatea. 

Toata nebunia vicpi din ceau§ism, caracteml tentacular al sistemului comunist sunt 
descrise in roman printr-un amestec de deriziune, grotesc §i burlesc. Romanul lui loan Gro§an 
constmie§te un imaginar carnavalesc care intoarce pe dos valorile ideologiei olicialc. Retorica 
diverselor „organe” ale puterii dictatoriale, limba de lemn din mass-media comunista, discursul 
totalitar, dogmatic, fundamental fals, propunand o lume de simulacre, spectacol verbal tragi¬ 
comic sunt si ele vizate in roman. loan Gro§an reliefeaza procesul degradarii limbajului, 
subminand mai ales limba de lemn a epocii totalitariste, lexicul mortilicat, incarcat cu lozinci 
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si formule optimizante. Astfel, personajul Willy Schuster, Tsi aminte§te cum, Hind student in 
anul al II-lea, chemat in fat,a decanului Facultapi de Silvicultura si a secretarului organizapei 
de partid, dupa o noapte de pocher si bautura, cuprins de teama exmatricularii, ca din senin, 
din nu se §tie ce „strafunduri intunecate si ipocrite ale memoriei, din ce cosmaruri idioate §i 
nedigerate ii venise in gura, ca o voma brusca, acea bolboroseala STAS” despre ce inva|ase la 
invatamantul politic: „Ca statul nostru, partidul, due o politica intclcapta, de imbunatapre 
permanenta a conditiilor de trai - incepuse el, din senin, sa turuie - ca, strans unip in jurul 
partidului, al secretarului sau, tovara§ul Nicolae Ceau§escu, romani, maghiari, germani §i de 
alte naponalitap nu precupe^esc niciun efort pentru propasirea continua, a patriei noasre 
socialiste [...]”(p. 49-50). Legatura stransa dintre trairea imediata §i trairea verbala, prin acest 
discurs, devenit forma de manipulare a socictapi, de mutilare a fiinlei, demonstreaza, totu§i, o 
constientizarc din partea personajului si a comunitapi in general, a farsei grote§ti la care obliga 
discursul. Astfel, acclasi Willy mediteaza: „Cu un fior de grea|a ce parea sa i se-nfiripe chiar 
in stomac, ca un efect al amestecului de sue gastric si votca, realizase ca toate acele vorbe de 
care el incercase sa se fereasca si in §coala generala, ca pionier, si in liceu §i in facultate, ca 
utecist, toate acele formule de la economia politica, de la orele de socialism stiinpfic, toate 
acele lozinci atamate pretutindeni, in clase, la porplc §i pe perepi intreprinderilor, toate acelea 
pe care crezuse ca le poate ignora, cum ignori cateva hartii aruncate cu o zi inainte la gunoi, de 
fapt il pnuscra ele sub ochi §i-n cele din urma ii intrasera in sange, in creier” (p. 55). Cu toate 
acestea, Willy Schuster incepe sa simta, alaturi de aceasta uluire si rusine, si un fel de bucurie 
parpva ca se descurcase in biroul decanului. Din acel moment, el devine un „iscusit” al 
frazeologiei comuniste, el face textele telegramelor de adeziune, inclusiv in „prezentul” 
narativ, cand este inginerul silvic care cauta necontenit un cerb ce refuza sa i se arate. Aceste 
telegrame de adeziune, compuse cu ravna de el, nu mai sunt doar un fals, ci §i o noua structura 
a realitapi. Asadar, printr-un personaj ca Willy Schuster, loan Gro§an, spre deosebire de 
romanul Rczistcrgci, inverseaza, asa cum arata Daniel Cristea-Enache, raportul dintre 
adevarurile individului si cele oficiale, de data acesta nemaiprevaland primele: „intre o vial,a 
fara lozinci, dar atat de meschina, dominata parea de un paralelipiped imens de gunoi de vaca 
de la ferma zootehnica a I.A.S.-ului «Unirea», §i o «realitate» lozincarda, dar conectand 
existen^a provinciala la sfera de decizie a Centrului, sasul care trgeaza la pocher alege 
butaforia. Puterea din departare, oricand actualizabila si vcrilicabila prin extensiile ei regionale, 
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e mai ispititoare decat orice”. (http://atelier.litemet.ro/articol/9358/Daniel-Cristea- 
Enache/Doua-caiete-si-un-roman-Un-om-din-Est-de-Ioan-Grosan.html) . 

Cultul personal ita^i i a avut in comunism un insemnat rol de manipulare la nivel 
imagologic. Prin excesul de imagine si de omagii la adresa conducatorului, imaginarul colectiv 
este supus unei agresiuni sistematice. Cand studentul Willy, nevoit sa scrie pana a doua zi o 
telegrama de adeziune, cauta febril prin arhiva ziarelor din sediul Asociapci Studenplor 
Comuni§ti ziarul „Scanteia”, de unde sa ia telegrama de adeziune trimisa de judepil Salaj, pe 
care sa o modifice pupn §i sa o semneze ca §i cum ar veni din partea studentilor din anul al III- 
lea de la Silvicultura, ramane impresionat dandu-si seama ca in toate acele mesaje, pe care le 
citeste in diferite ziare ale epocii, nu raportarea, generala sau concreta, a realizarilor 
precumpanea, ci persoana careia ii erau adresate, „adica Tovarasului, care se confunda cu insasi 
Plenara” (p. 61). in acele telegrame de adeziune inta Incite multe dintre expresiile concentrate 
care alcatuiau, la nivelul limbajului, cultul conducatorului, expresii prin se dorea construirea 
imaginii infailibile a Tovarasului: ,,Eroi intre eroii neamului”, ,,ganditor vizionar de larga 
cuprindere”, „profimd cunoscator al real i tap lor romanesti”, „ctitor de istorie naponala”, „cel 
mai stimat §i iubit fiu al poporului”, „neintrecut promotor al pacii”, „exemplu luminos pentru 
tanara generape”. Willy, care isi va insusi foarte bine acest limbaj lozincard, mediteaza totusi 
amar-ironic: „Niciodata nu se gandise pana atunci ca o fnn(a, o singura f'iint,a omeneasca poate 
strange atatea elogii, ca §i cum toata lumea (sau cel pu(in loti cei care semnau articolele in 
numele lor sau al colectivelor lor) ar fi trait sub imperiul unei hipnoze in masa, al unei vraji. 
Se simpse mic. Se simtisc ame(it. I se facuse chiar frica. Era ca §i cum el, care traia intr-o lume 
pe care o credea normala, cu partide de pocher, cu gagici, cu Ipuici pentru examene, cu 
escapade pe munte sau in vastele paduri din jurul satului natal, ar li fost fara veste azvarlit intr- 
o alta, intr-o lume unde top pneau ochii in sus, spre Tovara§, §i nu puteau bolborosi decat 
laude” (p. 61). 

Asa cum am allrmat mai sus, cultul conducatorului nu se construia numai la nivelul 
limbajului, ci §i prin excesul de imagine, taboul lui fiind omniprezent. Acest aspect este 
ridiculizat de narator intr-o sccvcnta narativa care il are ca protagonist pe Grigore Samsaru, 
profesor de biologie in acela§i ora§el A. Dupa ce acesta il corecteaza „afabil” pe un „pionier” 
care il salutase cu formula „domnule profesor”, atragandu-i atenpa ca trebuie sa i se adreseze 
cu „tovara§e profesor”, conform unei dispozipi recente, venite „de sus”, traicstc mandria 
omului care a intelcs „realitaple zilei”: „De pe peretele din fa(a, incadrat de steaguri, chipul 
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mare, calm-surazator al Tovara§ului, para sa-1 aprobe tacit” (p. 63). Figura Tovarasului 
troneaza, este in varful unei ierarhii foarte bine puse la punct, fiindca „aproape fiecare personaj 
poate aparea, succesiv si altemativ, intr-o lumina a agrcsivitapi oficioase sau intr-una a 
umilintci ierarhice. Mereu cineva va fi mai sus decat altcineva, §i tot a§a, pana la figura 
sacrosancta a Tovarasului prim, Ceau§escu” ( http://atelier.liternet.ro/articol/9358/Daniel- 
Cristea-Enache/Doua-caiete-si-un-roman-Un-om-din-Est-de-Ioan-Grosan.html) . 

Un personaj remarcabil al romanului, un personaj intru totul realist, prin prisma 
conditiei caruia este filtrata realitatea, este acest profesor de biologie, Grigore Samsaru (cu 
nume parodic intertextual, a la Kafka). Ridicolul profesor intclcgc ca, daca nu devine membru 
de partid, nu are nicio §ansa „sa se ridice”, nici macar de o excursie in Bulgaria nu poate 
beneficia si el, ori nici macar de o sticla de „Pepsi”, la un sfert de litru, aceasta fiind destinata 
doar membrilor de partid. Dupa ce incercase sa intre in partid in vremea studentici, fara sorti 
de izbanda, dosarul sau avand o „pata”: tatal, predicator adventist, Grigore Samsaru parasise 
ani bun acest gand. Insa, dupa ce tatal a murit, considerand ca „pata” din dosarul lui a disparut, 
profesorul de biologie isi dorcstc cu ravna sa intre in partid si ajunge sa aiba viziuni care 
ideologizeaza totul, incat natura intreaga ii apare ca fiind Partidul unic:,,... in spatele pleoapelor 
acum inchise i se contura viziunea uimitoare - dar cat de limpede, de adevarata! - a intregii 
naturi ca o organizapc, ca un partid puternic, unic. [...] Natura ca o imensa, ca o si mai imensa 
Uniune Sovietica, plina de organiza(ii de baza hotarate, ferine, decise sa-si urmeze neabatute 
calea: organizajia de baza a berzelor, organiza|ia de baza a hamicilor popandai [...]- oho, sute, 
mii, milioane de organizapi de baza formand dulcea dictatura a naturii in care ne na§tem, in 
care traim §i la sanul nevazut al careia, cu cugetul impacat, cu sentimentul datoriei implinite, 
ne-ntoarcem cu topi la un moment dat” (p. 67-68). Asadar, acest Grigore Samsaru, care va 
apela la tovara§a Szekely, secretara organizajiei de baza din scoala, pentru a intra in Partidul 
unic, este un personaj foarte bine construit, care ajunge sa-si largeasca realitatea marunta 
vazand-o prin lentila dilatatoare a ideologiei unice, ilustrand astfel figurile si tiparele ideologice 
care domina romanul lui loan Grogan. De exemplu, dupa ce a avut rcvelapa necesitapi de a 
intra in partid, Grigore Samsaru are inca o rcvclapc, aceea de a face ceva marct pentru tara, 
incat sa-1 impresioneze pe Tovara§u’ si sa fie felicitat si decorat chiar de catre acesta. Ajunge 
astfel sa aiba o noua viziune, absurda, dar care demonstreaza capacitatea lui de a ideologiza si 
care, in acclap timp, ofera scriitorului ocazia de a strecura informapi despre relapile exteme 
ale Romaniei ceausistc, despre economia ei, despre exagerarile din rapoartele producpei 
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industriale. Dupa ce citise in revista ,,Magazin” despre fofiele nebanuite care zac in creierul 
uman, despre puterea bioenergiei, imaginapa profesorului Samsaru o luase razna, inchipuindu- 
si ca, datorita unor asemenea puteri din propriul cerebel, reu§ise „sa faca sa se deplaseze pe 
sub pamant, fara stirca nimanui, zacamintele de p|ei din Golful Persic pana in zona noastra 
subcarpatica, taindu-le astfel arabilor macaroana. Sondele de la Moincsti, Draga§ani, Campina, 
in general toate sondele din curbura Carpaplor ar incepe sa duduie, sa dea pe dinafara si, 
desigur, pana la urma s-ar afla, cu mijloace specifice, discret, sa nu se prinda arabii si sa 
protesteze, care-i sursa acestei ncastcptatc bogapi: puterea minpi profesorului de biologie 
Grigore Samsaru, de la §coala generala nr. 1, din oraselul A., care nici macar nu e membru de 
partid” (p. 233). in astfel de fragmente, istoria politica §i anecdoticul se leaga organic intre ele. 
Tot prin Grigore Samsaru, care ia parte la o scena de vanatoare, intr-o postura penibila, sperand 
ca il va intalni pe insu§i Tovarasul, ni se descrie viata de partid, cu minciunile ei, chiolhanurile 
ei. Caci, dupa ce Tovarasul, reu§e§te sa vaneze un cerb batran §i §chiop, dar despre care crede 
ca este un adevarat trofeu, care poate deveni ,,un record mondial”, reprczcntanpi locali ai 
organizapei de partid, alaturi de cei „de la centru”, inclusiv maiorul Dobre, participa la o 
petrecere pe cinste, cu gula§, cu fripturi de vita si de cerb, cu rachiu si vin de cea mai buna 
calitate, cu muzica §i dansuri populare, toate acestea creand o imagine care constrasteaza cu 
alta imagine, din epistolarul lui Nelu Sanepidu, caracterizata de saracia poporului. 

Prin relatarea celor §apte aventuri erotice ale lui Nelu Sanepidu, cel care i§i propune sa 
intalneasca, de fapt, prin femeie acel „spiritus loci”, se reface via|a comunista a anilor ’80, cu 
oamenii ei, cu tinutclc lor, locuintclc lor, mancarea specilica etc., incat cine a trait in acea 
perioada rccunoastc cu u^urin^a acel stil de vial,a intiparit bine in memoria colectiva. De pilda, 
intalnirea cu Saveta, muncitoarea de la Intreprinderea ,,Progresul” (nume specific comunist), 
din Faurei, ora§ „nascut” de comunisti, localitate urbanizata format, ii da prilejul lui Nelu sa 
descrie lumea muncitorilor de aici, mizeria si uratul viepi, incepand cu felurile de mancare 
servite la restaurantul „Covorul Rosu” (nume ironic), al carui bar, prin descrierea din roman, 
devine unul tipic anilor ceau§i§ti, ramas in imaginarul colectiv: ,,«barul» lipit alaturi, cu masu(c 
§i scaunele joase patate de scrum si resturi de bautura, era ticsit de acel lumpen proletariat 
simpatic pe care-1 intalncsti in orice crasma de provincie sau de carrier din Capitala, la orice 
ora din zi incepand cu ora zece, band «amestecate», adica alcooluri tari indoite cu siropuri de 
vi§ine sau cire§e” (p. 101). De asemenea, al doilea fel de mancare, „specialitatea bucatarului”, 
reprezinta o mancare specified restaurantelor de tip cantina ale acelor ani: „§ni(el de pore fript 
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in ulei ranced, cu garnitura aferenta, clasica: gramajoare de mazare verde de conserva, de orez 
cam ccnusiu, de pireu valurit de cartofi si feliufe de sfecla” (p. 104). Asa cum se cunoastc, 
nerespectand nicio etica a urbanismului, programul de „sistematizare a teritoriului si 
localitatilor urbane §i rurale”, lansat de Ccauscscu, a reprezentat un adevarat dezastru din punct 
de vedere arhitectural. Astfel, Nelu Sanepidu descrie blocurile „hidoase” din Faurei: „Acestea 
erau «tipizate», cladiri nici cal, nici magar, cu patru etaje, fara lift, dar cu acoperi§ de tigla, ca 
la o casa tarancasca” (p. 105). De asemenea, ,,sistematizarea”, care a inceput ca un program de 
aducere a (aranilor din mediul rural in acel urban, prin industrializarea masiva, a modi Heat 
substantial structura societapi, conducand la numeroase probleme de ordin social. De aceea, 
intr-un ora§ precum Faurei blocurile acestea, privite din interior, pareau „a fi suferit efectele 
unei implozii devastatoare: cutii postalc de tabla sparte, rasucite, fara u§i(e, grilaje de scara fara 
balustrada, trepte de scari sparte de parca tofi locatarii le urcau in bocanci de alpini§ti, cu cuie, 
escaladand un ghe(ar, sarme ie§ind din plafoane in astcptarca unui bee etc.” (p. 105). Asa cum 
se observa deja din aceste fragmente citate, ,,daca tehnica narativa a majorita|ii optzeci§tilor 
ramane predominant acustica (transmisia directa, inregistrarea pe banda s.a.m.d.), el [Grosan] 
este un autor la care vizualitatea triumfa” (Monica SPIRIDON, op. cit.: 431). De pilda, felul in 
care Nelu Sanepidu descrie camera Savetei, un amestec de sufragerie §i dormitor, cu obiecte §i 
mobilier ce alcatuiesc imaginarul comunist al locuinfei, demonstreaza acest primat al 
vizualului, cu valorificarea detaliului semnilicativ: ,,Am privit in jur. O canapea extensibila 
deasupra careia atarna - ai ghicit! - carpeta cu «Rapirea din serai», o blanita de miel la 
picioarele patului, un bufet cu vitrina in care erau un pestc de sticla, o balerina de portclan cu 
«tu-tu»-ul ciobit intr-o parte, un cartus gol de Kent si-un volum, stingher, din BPT. M-am 
apropiat: Amintiri din copilarie de Ion Creanga” (p. 106-107). 

Prin alta experienfa erotica, de fapt social-erotica, traita si rememorata de Nelu 
Sanepidu, cea cu Mariana din Bucure§ti, „femeia Republicii”, scriitorul introduce o adevarata 
teorie despre marcile de (igari din comunism §i semnificafiile lor, imaginea pe care o creeaza 
fumatorului respectiv. Astfel, Nelu Sanepidu, care incearca sa se dea drept un american din 
Dallas, roman dupa tata, suedez dupa mama, pentru a o impresiona pe Mariana, ii explica 
prietenului sau, Iuliu Borna, de ce purta, in momentul in care incerca sa o cucereasca, in 
buzunarul din dreapta jos al sacoului un pachet inceput de Kent, in stanga unul desfacut de BT, 
iar in cel interior de la piept, unul, cam scuturat, de „Carpati fara” [filtru]. lata ce semnificatic 
aveau marcile de (igari, mai ales la (ara, la nun(i: „Daca vii de la ora§ §i fumezi Carpafi fara, 
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e§ti in genere un parlit simpatic. Daca fumezi BT inseamna ca csti pe drumul cel bun, mai ai 
pufin §i te realizezi. Daca insa fumezi Kent, te-ai ajuns, e§ti Cineva, un om cu greutate pe care 
lumea se poate baza, ceva mai presus chiar decat un activist de partid de la Centru, care, din 
modestie patriotica, nu-§i pennite sa traga kentane, ci se mul|ume§te cu luxul autohton al 
tjgarilor Snagov” (p. 164). Acest episod, in care Mariana, fata venita in Capitala de la \ara, de 
undeva din Arge§, este impersionata de acest „fiu de petrolist”, pe care il aseamana cu J.R., 
personajul din serialul ,,Dallas”, la moda in acei ani, poate fi interpretat §i din perspectiva 
imagologiei. Se construie§te aici o adevarata heteroimagine, care devine pana la urma un fel 
de moneda cu doua fe^e. Pe de o parte, felul in care se lasa sedusa Mariana de acest asa-zis 
american arata ca America din imaginarul popular reprezinta o imagine cu func^ie 
compensatorie, caci aceasta America inseamna un loc al binelui, al elegan^ei, al indestularii, 
adica a tot ceea ce le lipsea lor, romanilor, care traiau intr-un mediu afectat de descompuneri. 
Pe de alta parte, acestei imagini i se opunea imaginea oficiala, cea cultivate de comunisti, cea 
creata in presa, invafata la §coala si acceptata docil de loti, cea care tinea de mitul 
anticapitalismului. Spre aceasta imagine ajunge si Mariana la finalul acestei aventuri bovarice. 
Cand, la intalnirea de la ora unu si jumatatc, din Piat,a Operei, Nelu Sanepidu, devenit Dagmar 
Stratulat Junior, nu se mai prezinta, ca un las, §i-o imagineaza pe Mariana „cum o fi asteptat, 
saraca, acolo, intai cu emotie, cu spcrantc un sfert de ceas, apoi cu nedumerire o jumatate de 
ora, ca la urma, la capatul unui ceas intreg, cu ura pentru acest yankeu denaturat, pentru accsti 
americani ipocriti care, precum pe bunicii ei din anii ’50, au lasat-o cu ochii in soare. §i m-am 
gandit, draga Iuliu, ce chestie: inca o lovitura data imperialismului” (p. 185). 

Din comunismul dejist, romanul face referire la intemnitarca abuziva din motive 
politice. De pilda, aflam ca oncle Serafim, so|ul sasoaicei Hilde tante, matu§a lui Nelu 
Sanepidu, trecuse mai intai prin inchisoarea de la Sighet, apoi, dupa o scurta eliberare, a fost 
din nou intcmnitat la Aiud, unde a §i murit. Din cxpcricnta aceasta crunta, Hilde tante, cu 
mintea ei ordonata, si-a dat seama ca „acel «ceva» care in timpurile pe care le-a trait §i le traia 
ea hotarastc soarta unui om, a tuturor oamenilor de fapt, acel «ceva» e Politica” (p. 139). Hilde 
tante a intclcs astfel ca acest „Dumnezeu ivit dintre oameni” trebuie sa poata fi „dibuifsa te 
po^i feri de el, iar pentru asta ea s-a abonat la ziarul „Scanteia” §i la revista ,,Magazin istoric”, 
cele doua alcatuind imaginarul comunist al presei. Hilde tante este omul care inva|a sa traiasca 
precaut cu acest „Dumnezeu”. Prin acest personaj, se introduc in |esatura romanesca acele 
date/evenimente politice care au marcat memoria colectiva in comunism. Iuliu Borna, vizitand 
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camara lui Hilde tante, observa cu surprindere ca sticlele si borcanele cu gemuri, dulce^uri, 
bauturi, aveau capace ceruite, pe care erau inscriptii de tipul: „Dulcea§a de circle. Mai 1984. 
Inaugurarea Canalului Dunare-Marea Neagra” sau ,,Pasta de mace§e. 1985. Plenara C.C. pe 
probleme de agricultura” sau „Gem de coji deportocala. Martie 1987. Vizitatov. N. Ccauscscu 
in Zair”. Sugerandu-se absurdul acestui regim politic §i inaderenCa la real, dar mai ales 
grotescul, naratorul introduce ironic o viziune a lui Iuliu Boma, in care Hilde tante apare 
„invartind cu o lingura energica in mari oale si cazane puse pe foe, cu un ochi in «Scanteia» si 
cu celalalt atenta sa nu se afume, sa nu se taie ori sa se prinda de fund toate delicatesurile alea” 
(p. 140). Tot ea este cea care din 1978 „incoace”, deschidea de ziua Tovara§ului, 26 ianuarie, 
butoiul cu varza murata si gatea o inegalabila mancare de varza cu costi^a de pore, la care avea 
§i invita^i. 

Asadar, prin evenimentele narate, prin tipologia personajelor, prin savoarea limbajului, 
prin refacerea discursului dogmatic, lustruit §i alienant, romanul Un om din Est construie§te 
imaginarul comunist din ultima perioada a lui Ccauscscu, reconstituie o lume complexa, 
populata mai ales de personaje care traiesc experience ale compromisului etic, sufera de 
pasivitate, de conformism, adica de filozofia sumara a omului comun, majoritar in societatea 
romaneasca din comunism. 
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THE SPECULATIVE DEVIATION OF THE REALIST PROGRAMME IN THE 
GOLD, GLORY AND LOVE SHORT STORY 


Georgeta Amelia Motoi, Assist. Prof., PhD, University of Craiova 


Abstract: Considered to be a realistic short story, “Gold, Glory and Love” surprises by the realistic- 
romantic hybridization of the aesthetic formula used by the author. The definite space of the action - 
the city of Iassy - is doubled by an imprecise time, which is favourable to the speculative vague, the 
society from Iassy being subjected to a realistic investigation. A social radiography is created this way 
but the alienation from the action itself is actually specific to the romantic style. Also, the narcissistic 
portrait - a reflex of the auctorial figure - alters the realistic programme, the text focusing mainly on 
the contemplative figure, which makes the analysis of the social, rather than on the society itself. 

Keywords: realism, romantic, auto reflexivity, social satire, auctorial figure. 


Nuvela considerate de critica literara ca apartenenta corpusului de nuvele realiste, cu 
tematica sociala, Aur, marire yi amor , este un construct narativ interesant tocmai sub aspect 
experimental, intrucat realismul subzistent la nivelul viziunii de ansamblu, sau, mai precis, in 
planul intcntionalitapi auctoriale §i al genezei textuale, se concretizeazaprin intermediul figurii 
subiectului, centrale in estetica romantica, si anume, se incameaza textual printr-o galerie de 
portrete ilustrative pentru o radiografie a socialului. Hibridarea realist-romantica a formulei 
estetice utilizate funcponcaza pe toate palierele textului, realismul tinand mai mult de 
intcnponalitatca unei scrieri cu aplicapc sociala, dar concretizandu-se pe scheme §i deprinderi 
scriiturale romantice: astfel, de§i obiectul supus invcstigatici este un obiect realist, societatea 
iescana de la 1840, optica deta§ata si rece, implicarea ironico-satirica, inaltimea panoramica a 
privirii auctoriale tin de registrul unui romantism organic. Exista, a§adar, o dorin^a de realism 
nutrita de nevoia unei pedagogii naponalc, a unui program de demascare a nonvalorii §i de 
reeducare, dar mijloacele de punere in text a acestei intcnpi sunt cele organic-eminesciene, 
romantice. 

Insu§i titlul Aur, marire §i amor confine latent imposibilitatea unei optiuni clare de 
program estetic, aurul avand ca rcfcrinta orizontul material, economic, insa marirea si amorul 
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inducand un raport contrastiv primului termen al carui orizont semantic se subordoneaza 
cclorlalp si se degradeaza in relate, mai ales, cu amorul care nu are uni tap de schimb; aunt l 
este o miza concreta, marirea, una iluzorie, dar amorul §i, prin extensie, intreaga viata 
sufleteasca, subiectiva, contracareaza circuitul acesta de natura realista ca unitate valorica 
absoluta si unica. Unicitatea, idealul, sufletul, iubirea, reveria, dorin(a sunt categorii romantice 
care-§i subordoneaza critic aspectele marunte ale realului, conjuncturile, beneficiile materiale, 
camuflajul material al victii. 

Textul debuteaza cu o informare de tip documentarist (Se facea cam in anul 1840 p 
cifiva, in lap), dar urmatoarea fraza incepe in spiritul imaginapci revelatorii romantice: 

Ne trezim in una din cele maifrumoase seri de iarna. Rece dar luminoasa, ca o cugetare 
cereasca in mijlocul unei gindiri senine se ridica luna palida p argintoasa ca margaritarul pe 
bolta albastra p adinca a cerului Moldovei. Era o noapte italica amestecata cu frigid iernei, 
amestecul unei lumi varatece, p/ine de senin, cu intimele placeri ale iernei, amestecul unei lumi 
varatece, pline de senin, cu intimele placeri ale iernei, cu caldura focului potolita, cu dulcea(a 
visatoarei gindiri. Afara era o vara rece - in case oamenii pin sa-p faca o iarna calda. 
(Eminescu: 1978, 511). 

Acest prag textual expune contrariile latente ale programului nuvelelor eminesciene 
considerate realiste, sciziunea dintre intcnpa de documentare sociala §i reflexul romantic al 
contcmplapei, respectiv al autorcflcxivitapi gandirii; pe de o parte, pragmatica ancorarii spapo- 
temporale precizeaza un spapu concret (Iasi) si un timp (o seara de iarna din anul 1840p cipva, 
imprecizie strategic^ pentru instalarea vagului speculativ), pe de alta parte, spatio- 
temporal itatca aceasta realista aluneca oximoronic intr-o spalio-temporalitate speculative. 
Contemplalia §i autoreflexivitatea romantica survin in cadrul acestui tablou realist printr-un 
parcurs ocolit, retoric, §i anume prin comparalia ca o cugetare cereasca, avand ca termeni luna 
si gandirea, a§adar un element care decoleaza de pe un teren realist dar se in vesicate cu o 
retorica romantica, devenind astrul tutelar al puterii contemplative, §i un element cu funcpi 
narative, cugetarea trimitand, de fapt, la perspectiva narativa deta§ata, suverana, dezimplicata 
§i ironica. De altfel, pasajul acesta introductiv se incheie cu o fraza explicit oximoronica, 
inversand timpul obiectiv (anotimpul) cu timpul subiectiv al cugetarii inalte si senine: „ Afara 
era o vara rece - in case oamenii piu sa-p faca o iarna caldaP (Eminescu: 1978, 511). 

Asadar, sub o figura retorica tipic romantica precum oximoronul se hibrideaza un 
univers pur livresc, orizontul cultural italic ca etalon de gandire §i de traire, ca orizont estetic 
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reprezentativ, si realismul brut al unei materialitap restrictive, precum frigul iernei 
moldovcncsti. 

Un tablou fulgurant si artificial preia funepa panoramei sociale a carei investigape 
urmeaza sa se desfa§oare sub forma unei galerii de portrete: 

Pe stradele in zadar luminate ale capitalei flacarele din fanarele cu untdelemn if 
intindeau limbele avare in aerul rece, trecatorii umblau iute pe stradele pavate cu trunchi de 
stejar, luna se rasfringea clara f argintie pe murii naif f albi a caselor, aruncind pe ele 
umbrele urie§e f ridicole ale trecatorilor. Numai din cind in cind se auzea zgomotul unei 
trasure, glasul unui om cu chef, piiend trist al unui om pe ginduri. (Ibidem) 

Dcsi se dorcste un preludiu al unui tablou realist, reprezentarea aceasta in tu§e subtiri 
ramane o reprezentare tipic romantica, in cadrul careia imaginea sociala este debordata de 
dcscrippa naturii, a peisajului vag urban §i, mai ales, de atmosfera melancolic-contemplativa 
care creeaza o dispozipe narativa dupa toate regulile esteticii romantice. Societatea ca obiect 
de investigape este o societate inchisa, reprezentativa, de salon, iar surprinderea fotografica a 
acesteia se realizeaza prin tehnica inramarii: 

„In catul de jos a unei case mari se adunase o societate aleasa, pentru joc de carfi, 
societate compusa din membrii unor familii din cele mai cu influinfa, din mai mulfi consuli 
straini cari-f facuse principala ocupafiune a viefei lor in jocul de hazard, al carui cult atit de 
stricacios l-au introdus la noi cu deosebire risipitoarea ofiferime ruseased.[...] Marginele 
acestor covoare sau scoarfe erau cuadrate rofi §i verzi, iar in mijloc, fesut in linii, cite-un idil 
intreg. Colo o fata da iarba verde unei capre, dincolo doi copii imbracaf ca-n povefile 
dramatizate f cari, prin pozijiunite lor, par a afecta reciproce intenfnmi subversive. [...] N- 
am nevoie sa adaog ca-n saltare gaseai orifeind carfi f crida (Ibidem, 512) 

Disonan(a poeticilor romantica si realista devine vizibila in fragmentul acesta 
introductiv in investigapa socialului sub forma evaziunii romantice dintr-un proiect realist: de§i 
fragmentul debuteaza cu intenpi de obiectivitate analitica printr-o localizare cu pretenpi de 
exactitate §i precizie, dar, mai ales, afi§and o perspective investigatorie specified stiin(elor 
naturii {societate compusa din), acesta vireaza integral in descrierea tabloului idilic dintr-un 
covor; interiorul socialului investigat este inlocuit §i sublimat intr-un interior idilic artificial de 
factura romantica, revenirea la perspectiva realist critica realizandu-se abia in ultima fraza (N- 
am nevoie sa adaog ca-n saltare gaseai orifeand carfi f crida); subzista, de asemenea, pe tot 
parcursul acestei descrieri de interior substituite descrierii sociale, opozipa dintre identitatea 
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na^ionala si coruperea acestui fond printr-un mimetism caricatural al formelor straine (teoria 
formelor fara fond); pledoaria pentru autentic, etnic, este deghizata chiar in descrierea acestei 
scoarte moldovene§ti centrate pe un tablou campenesc al carui mesaj este sugerat ca subversiv 
(par a afecta reciproce intenfiuni subversive). 

Ca ancora pragmatica in realizarea acestui tablou social deviat in dcscriptii insulare, 
inchise, obiectuale, cooptarea cititorului este o strategic ajutatoare in stabilirea perspectivei 
satirice realiste: 

„Am vrea sa-i dam a infelege cititorului cumca acesta nu era un salon de par add, caci 
intr-acelea l-arfi uimit haul sau mai bine zis acea barbara superfluenfd de mobile scumpe 
aduse din strainatate, ci o odaie mare destinata placerilor intime a bautului de ceai, a jocului 
de cdr(i p a limbupei rautacioase asupra tuturor intimplarilor, altfel atit de corupte de pe 
vremea aceea."{ Ibidem, 512) 

Invcstigapa sociala propriu-zisa se dcsfasoara printr-o analiza de laborator, figurile 
radiogra(late Hind extrase din orice context narativ dinamic §i pictrilicatc muzeal intr-o galerie 
de tablouri, procedeu ambiguu, tinand doar aparent de estetica realista, in fond, tributar obsesiei 
romantice pentru centrarea asupra figurii subiectului; ritmurile narative, cvenimentialc sunt 
anulate, intregul text cu dcstinatie realista devenind un construct artificial ordonat de simetrii 
si scheme concentrice prin care se opereaza clasificari si aranjamente investigatorii, ideea insasi 
despre societate si social dcnuntand o inl,clegerc autocentrata, inchisa, de factura romantica, §i 
nu una descentrata, deschisa, fenomenala specified proiccpci realiste. Astfel, radiografierea 
societal)i programate in acest text se dcsfasoara concentric, dinspre o prezentare de grup spre 
personaje situate marginal, la periferia construcpci sociale, in afara structurilor degenerate ale 
acesteia, ca nistc constiintc izolate, speculative, contemplative, critice. 

Portretul de grup satirizat este descris omogen, in tusc groase si amestecate, dupa 
estetica grotescului si a deformarii caricaturale: 

,,Mai mulfi ofiferi tineri, din acea clica de adiotan(i domne.pi §i de oameni de treaba 
carora domnul le dadea, dupa napere, un rang in armata p pe cari ei le solicitau pentru ca sa 
poata avea dreptul de a purta o uniforma bine taiata p incarcata cu fir p ca sa se mipe astfel 
cu mult succes imprejurul damelor, a caror imaginapune ramasese de chid plecase opirea 
ruseasca. Damele erau frumoase, imbracate dupa moda cea mai noua (din Paris, se-n(elege) 
p, ce e mai mult, cleveteau cu mult spirit. Din acest soi s-au recrutat apoi in urma acel 
contingent de a§a-numifi oameni mari ai Romaniei a caror cel mai mic defect era acele ca nu 
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piau carte. Acepia apoi au incurcat lumea amar de vreme, vrmd ca sa-p recipige valoarea 
imei viefepierdute-n carp”. (Ibidem., 513) 

Portretului de grup investigat satiric ii este contrapus un model ilustru de portret de 
grup, accentuand devierea §i degenerarea printr-o astfel de privire in oglinda: 

„Erau litografiile institutului Albinei romanepi, hiniyor executate, unele copii de pe 
tablourile maeprilor straini, altele originale. A§a, capul lui Crist in cununa de spini de Guido 
Reni, Belizar, generalul lui Justinian, ducind in bra{e pe calauzul sau muscat de §arpe, 
Arhanghelul Gabriel p, in dreptunghi, ambasadorii Constantinopolei aducind coroana p 
mantia regale lui Alesandru cel Bun, Dochia p Traian, intr-un colt portretul litografic al 
Domnului farii, Mihail Grigore Sturza, p, intr-un colt, intr-un cadru aurit, lucrat in olei, bustul 
in marime naturala a Mitropolitului Moldovei p a Sucevei, Kyrio Kyr Veniamin Kostaki, cu 
rasa neagra peste potcap, cu barba lunga p alba, pe piept ordinul sintei Ana in briliante 
(Ibidem., 513) 

Retorica romantice a antitezei structureaza sintaxa narativa a satirei sociale proiectate 
din unghi realist, iar intarirea vocii naratorului cu autoritatea modelelor invocate denun(a 
inconsistent programului esteticii realiste prin nevoia de suport narativ intemeiat pe logica 
autorita(ii. Reflexul scriiturii realiste eminesciene este tot unul romantic, observa(ia analitica 
oprindu-se pe un prag mimetic, iar critica sociale realizandu-se dintr-o perspective 
contemplative, autoritara, inalte, potrivit schemei romantice. 

Pe acccasi scheme romantice se situeaze distributia personajelor dupe logica centralului 
si marginalului; dace grupurile telescopate sunt centri sociali, acordandu-li-se intaietate in 
ordine narative, personajele marginale sunt focalizate ulterior si succesiv, ca restan(c sociale 
atinse de maladia secolului, structuri fragile coplcsitc de falsitatea ocupantilor pozi(iilor 
centrale, inhibate: 

„Dar sa ne gindim la oamenii infundap in dosul perdelelor. In fiecare societate se 
gasesc oameni ce se izoleaza, silip de natura lor proprie sau de vro preocupafiune, p nu iau 
decit o parte foarte pasiva la decursul petrecerei p instinctiv ii vezi ascunzindu-se ori in dosul 
vreuneiperdele, cam in semiintuneric, ori la gura unui camin departat, or sa uita pe fereastra, 
p stau astfel pana ce nu-i scoate mina vreunui romanfier indiscret, caci acepi nefericip sunt 
in genere mai interesanp pentru top indiscrepi decit cei ce se pierd in complexul flecarirei p 
a petrecerei. ” (Ibidem, 514) 
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Fragmentul permite intrezarirea unei scenaristici §i recuzite romantice a socialului 
conturata prin cateva concepte specifice viziunii romantice a lumii ca teatru: perdelele ca 
element de departajare a scenei de culise, caminul ca spapu menit inspirapei si contemplapei 
sociale, fereastra ca zona a privirii sociale, nefericirea ca stare romantica, romanticrul indiscret 
ca figura narativa regizorala. De asemenea, actorii marginali intruchipeaza liguri contemplative 
romantice, alter-egouri auctoriale. 

Astfel, un batran fara identitate precizata, sustras asadar socialului, aduce in prim plan 
optica unui subiect dedat cxcrcipului contemplarii tacute a jocului societapi, lasand sa se 
ghiceasca urmele unei vicp launtrice consumate intens: 

,,Alaturi cu caminul, lungindu-fpicioarele in curmezi§ul oblonului, §edea un batrin cu 
fata prietenoasa §i senina. [...]Daca fusese vrodata pasiune in sif 1 etui acesta §i indoiala, ele 
facuse loc unei linifi curate §i batrinefi §i privea c-unfel de superioritate bunoma la ratacirile 
unei tinerimi natinge §i pretenfioase” (Ibidem, 514) 

Alaturi de figura misteriosului batran retras in marginea lumii si a viepi, mai este 
creionat ca figurant al spectacolului social un tanar muzician consumat si obosit inainte de 
vreme, respectiv un tinar cam de 18 ani, reflectare narcisica a figurii auctoriale: 

„lnfundat dupa o perdea grea de matasa verde §i uitindu-se pe fereastra in noaptea 
clara, §edea un tinar cam de 18 ani. [...JFruntea lui nalta, alba, foarte neteda §i ronda se 
pierdea sub parul lung, moale f negru stralucit, care era imflat in vife naturale mari cari 
inmulfeau stralucirea parului. Fata lui era vinata de alba §i, fiindca rasese fulgii de barba 
neagra ce incepuse a implea parfile injosul urechei, el parea pudrat cu bruma de pe struguri; 
nasul era cored §i plin, pared taiat in marmura, ochii mari sub ni.pe sprincene arcate cu 
maiestrie erau intunecof , dar de o culoare nedescriptibila. ” (Ibidem, 515) 

Acest portret narcisiac, reflex al figurii auctoriale, centreaza textul deturnand programul 
realist enunfat initial printr-o poetica autoreflexiva, subiacenta scenariului panoramarii sociale: 
daca textul isi propune investigapa sociala satirica, deplasarea perspective! narative dinspre 
centrii sociali (tabloul de grup prezentat initial) catre periferie ajunge, in cazul acestui portret, 
sa substituie central cu marginalul, sa faca din aceasta figura marginala central atcntici in care 
este de intuit o masca auctoriala; textul nu mai comunica, a§adar, despre o societate mediocra, 
ci despre figura contemplative care telescopeaza din umbra socialul, poetica realista a 
investigapei obiectualului fiind devansata de poetica romantica a subiectului narcisiac. 
Portretul tanarului cu identitate vaga (cam de 18 ani) se sustrage tuturor codurilor scriiturii 
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realiste, fund dezancorat social, sentimental si idealist, ocupat cu sine insup p cu visele sale: 
cal italic fizice sunt privite in ele insele si apreciate in estetismul lor gratuit, dezinvestite 
caracterologic, psihologic sau moral (fruntea, parul, fa(a, nasul ochii sunt componentele unei 
descriptii realizate in cheie pur estetica, fara sa implice coduri de reprezentare realista a unor 
trasaturi de comportament sau caracter; intensificate in ele insele, devin centri autoreflexivi, 
intranzitivi, puternic mctaforizati); ochii traduc expresivitatea subiectului portretizat si 
potcntialul poetic, privirea Hind decuplata de realitate si intoarsa spre sine; vcstimentapa 
descrisa este, de asemenea, urmarita in sine (adancita in culori §i texturi), fara nici o referinfa 
la mediu, determinari sociale etc.; conturul final al acestui portret concluzioneaza trasatura de 
idealitate si sentimentalism, asadar de sustragere de la oricare perspective realista. Pasivitatea 
complete a tanarului portretizat (El era intr-o dispozifiune lene§a p calduroasa pe care-ar fi 
dat mult ca D-zeu s-o eternizeze ) are implicatii profunde la nivelul dinamicii textului, retragand 
ancorele poeticii realiste fixate in social, referential, obiect spre privirea introvertita, 
autocontemplativa a acestui actor marginal purtator al ma§tii auctoriale, asadar, transferand 
acestei poetici marcile autoreflexivitafii prin excelenfa (tabloul social devine un pretext pentru 
aceasta privire autocontemplativa, pentru un narcisism auctorial de tip romantic). 

Singura sccvcnta cu date preliminare cvcnimcntialc (intrarea consulului rus si dialogul 
inceput cu o tanara doamna) este extrem de fragmentary si are coordonatele pasionale 
romantice: consulul refuza oferta tinerei doamne in numele iubirii, al inimii („ §i (i-o repet dar, 
adaose, epi cea mai grafioasa femeie din lume p nici i\i po(i inchipui cum imi e de simpatica 
toata aratarea dumitale, p chiar de-a§ simfi ap/ecari cari sa-mi nesfUnfeasca amorul meu, am 
o voin(d tare doamna, te iubesc p nu te iubesc, te ador p nu te ador. [...] Crede-ma ca m-a§ 
arunca in foe pentru dumneata, ca de cite ori te vad mi s-aprind creierii p nebunesc ca un 
copil, dar inima...inima...ce vrei sa-ifac, doamna, ca sa taca... ” (Ibidem, 516). 

Programat ca un text cu deschidere spre investigafia sociala de tip documentarist 
(cautarea acelor documente umane definitorii, reprezentative), fragmcntul Aur, marire p amor 
deviaza de la program, deturnand tehnica portretului de la codurile realiste tranzitive §i 
reprezentative la cele romantice, dezancorate social, autoreflexive si intranzitive; mai mult, 
prin intermediul acelui portret-surogat pentru figura auctoriala, poetica acestui text 
abandoneaza obiectul supus invcstigatici (socialul) devenind un text despre propriul sau autor. 
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Abstract: In this paper, we will emphasize various aspects related to error, impietas and auctoritas in 
Ovid's Metamorphoses. Error and impietas are closely related to the notions of hamartia and hybris 
as they are reflected by the Greek tragedians. For instance, for Aeschylus, the divinity was the 
embodiment of good, truth and beauty. His characters are guilty and the received punishments are well 
deserved. The mistakes, the ‘sins’ are expressed by the term of hybris. In Metamorphoses, Ovid seems 
at first glance to go on the same coordinates as Aeschylus: when a character commits an act of impiety 
towards the divine authority, he is punished justly. However, let us remember that Ovid created during 
a dictatorship. The ideas of an author could not have been openly expressed. That is why, in that period, 
literature often was strewn with malignant allusions and symbols. In Metamorphoses, the act of impiety 
made by a character - and not just any character, but an artist - appear to us, if we interpret it in a 
secondary key, small or insignificant compared to guilt and discretionary applied by an abusive 
authority. We could speak about a kind of error made by an artist totally dedicated to his art, reminding 
us of the famous phrase carmen et error. 

Keywords: hybris, hamartia, impietas, error, auctoritas 


The Metamorphoses of Ovid are a mythological poem focused on the theme of 
metamorphosis. Through this mythological epos, Ovid intends to revitalize the myth and to 
configure a profound view of the world: matter is in a continuous transformation, but by the 
will of a deity it is ordered, going from chaos to cosmos, from rusticitas to urbanitas, from 
primitivism to civilizational and cultural acquisitions of Rome. Despite the constant change of 
matter, Ovid emphasizes, however, that certain aspects never change: amor, pulchritudo, 
veritas, iustitia and so on. Amor, especially, defeats and dominates everything. So we can speak 
at Ovid about a philosophical and mythological vision of the world. Nevertheless, we have to 
be aware that Ovid did not intend to create a philosophical treatise or an exposure of religious 
dogmas, but he was concerned, in particular, by the beauty of the mythological universe that 
he sought to transfigure poetically. The Latin poem is, eventually, a poetic work that reflects 
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various mythological episodes focused on metamorphosis. It remains questionable whether 
Ovid sought only to revitalize the mythology, in an imaginary universe, without saying more 
about his times - a period marked by dictatorship, by the suppression of various freedoms - 
for the delight of a refined and often dissatisfied audience. The myths highlighted by Ovid 
could be interpreted, certainly, purely from a mythological and poetic perspective, but certain 
aspects of Metamorphoses tend to say more. One such issue is related to the acts of impiety. 
The mythological coordinates tell us that a human being should always be respectfully to a god 
otherwise he commits an act of impiety. If an impietas was committed, a man is punished justly 
by the gods. One might conclude that Ovid purely reflects mythological episodes where gods 
as Jupiter, Juno, Minerva or Apollo use to punish mortals because of their evident guilt. 
Nevertheless, we know that Romans used to reinterpret the Greek myths in order to reflect 
Roman aspects and ideas. In fact, they changed Greek mythology in four ways: 

“(1) they refocused the myths, redefining the characters of the gods and shifting the 
emphasis to those they considered especially important; (2) they historicized the myths, 
attaching them to real events and individuals in Roman history; (3) they politicized the myths, 
making them serve the needs of the Roman state; and (4) they reinterpreted the myths to reflect 
Roman ideas and values.” 1 

Even more so in the case of Ovid, which was one of the great poets of the first long 
dictatorship of Rome, myths acquired unforeseen meanings. These subtle rendered aspects 
were supposed to be an opportunity for meditation or for amusement of a refined audience. 
Such a problem arises when we discuss the acts of impietas reflected in Metamorphoses. Is it 
about a real act of impiety or about an apparent impietas that hides, in fact, tragic realities of 
that time? In this study, we will seek to analyze precisely this issue. 

Error and impietas are closely related to the notions of hamartia and hybris (or hubris) 
as they are reflected, for example, by the Greek tragedians. In Greco-Roman antiquity, the 
meaning of the term hybris involved, in a first stage, the voluntary use of physical or verbal 
violence, usually by those who were strong against those who were weak, just for pleasure and 
representing an excessive arrogant attitude. 2 Aristotle makes reference precisely to this sense 


1 Stephen L. Harris; Gloria Platzner, Classical Mythology: Images and Insights, Mountain View, London and 
Toronto, Mayfield Publishing Company, 1995, p. 846. 

2 See Odd Magne Bakke, Concord and Peace. A Rhetorical Analysis of the First Letter of Clement with an 
Emphasis on the Language of Unity and Sedition, Tubingen, Mohr Siebeck, 2001, p. 168 and William Barclay, 
Palabras Griegas del Nuevo Testamento, translated in Spanish by Javier-Jose Marin C., El Paso, Casa Bautista 
de Publicaciones, 2000, pp. 51-54. 
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of the term hybris. Thus, Aristotle tells us, in his Rhetoric (2.2.5-6), that the basic meaning of 
the concept of hybris referred to committing physical or verbal violence to humiliate a victim. 
Those prone to commit a hybris would be rather young and rich people, because they are 
generally convinced that they are better than the others. This first meaning of the concept refers 
to the attempt of ancient people to avoid a dishonorable and abusive behavior generated by 
hybris and could not imply anything else from the part of others than blame. The ancients 
aimed, therefore, to avoid shame/ aidax; and to prove that they have honor/ xipf). For now, the 
semantic area of the term hybris was not involving the internalization and the awareness of 
guilt, so it was not including the notion of sin as we understand it today. 3 In the mentality of 
the ancient Greeks there was no word for sin or, at least, for this sort of sin. However, the need 
for such a notion was strongly felt: “Because Greek has a word for error (hamartia) but not for 
sin, some poets - especially Hesiod (7th century BCE) and Aeschylus (5th century BCE) - used 
hubris to describe wrongful action against the divine order. This usage led to the modem sense 
of the term.” 4 And, we will add, this second usage of the term hybris led to the Latin term of 
impietas. In literature, history and mythology, this last meaning appears to be the most 
appropriate. By hybris, by committing an act of impietas not only the human laws are brutally 
violated, but also the laws of nature and the divine laws. Hybris appears to be the most 
appropriate Greek term for sin. However, also in this sense of the notion, we point out that it 
was not referring, eventually, to sin as it is defined in Christianity, but to everything that 
exceeds the measure, to the excesses of all kinds. In the dictionary, hybris and its derivatives 
have the following meanings: (q) uppu;, bppscex; n. - everything that exceeds the measure; (as 
feeling) pride, insolence, excessive passion; (as action) violent deed, outrage; uppiaiiKog adj. 
- who abandons himself to excesses, which refers to violence etc. or bPpi^co vb. - to behave 
excessively, to have exaggerated behavior, to be arrogant, impertinent, to speak or to act with 
great arrogance, to be proud, to have no limits, to be unchaste etc. 5 The person who allowes to 
be driven by hybris has no boundaries, he is arrogant, vainglorious, he has an insatiable lust for 
power, almost one of demonic nature. Trapped by this blinding passion, the person in question 
is too confident in his own forces and heads, ultimately, to destruction. Such behavior, 
characterized by hybris, causes the disapproval of others and brings the divine vengeance/ 
vepsatg, as well. 


3 See http://w w w .bri tannic a. com/topic/hubris (November 30, 2015). 

4 Ibidem. 

5 See Anatole Bailly, Dictionnaire Grec-Franqais , Paris, Hachette, 1950, pp. 1981-1982. 
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For a better understanding of the way in which Ovid reflected the concept of hybris/ 
impietas at literary and mythological level, it is important to explain what it meant this concept 
for each of the Greek tragedians, respectively for Aeschylus, Sophocles and Euripides. 

For Aeschylus, the divinity was the embodiment of good, truth and beauty. His 
characters are guilty and the received sentences are well deserved. The mistakes, the ‘sins’ are 
expressed by the term of hybris. The lack of self-control, the reckless and reprovable acts entail, 
inexorably, a punishment. The god helps the man who runs to perdition and teaches him to 
become wise through suffering. Suffering is absolute knowledge. All the acts that violate the 
laws of nature are punished by the gods. 

Always in the tragic conflict from the plays of Aeschylus we encounter the moral law. 
His heroes have the conscience of values and they confront an hostile destiny. For Aeschylus, 
destiny is not blind and does not punish innocent people, but embodies the moral ideal of 
justice. Destiny is the right and proper law for Aeschylus, not a blind law. Finally, destiny 
punishes a deed that could be characterized by hybris. 

Unlike Aeschylus, Sophocles treats different the concept of hybris. At Sophocles, the 
heroes confront also their destiny - exactly how does Oedipus -, but without having the 
consciousness of their guilt, and the gods do not always embody the theodicy. Aeschylus 
believes in the harmony of the divine world and believes that this order can descend into the 
human spirit. Sophocles shares this belief into the harmony of the divine world, but limits it to 
the sphere of Olympus and do not believe this could descend into the human spirit. Sophocles 
manifests veneration for divine order, but also admiration for human heroism. For Sophocles, 
the punishments of heroes come from divinity, as in Aeschylus’s plays, but are not 
proportionate to hybris. At Sophocles, the god is almighty, but we can not know him and we 
can not know what he thinks. Although man commits a hybris, he is not aware of what he 
commits and the punishment received is usually far too harsh and unjustified. In Aeschylus’s 
plays, the characters had the consciousness of guilt and they received a well deserved 
punishment, but in Sophocles’ plays they do not have this consciousness of guilt and the 
divinity does not embody justice, but the unlimited power of divinity in relation to the human 
being, which is instead fragile and humble. For Sophocles, the concept of hybris reveals the 
courage and fortitude of those who are oppressed and not the divine justice. The tragic poet 
Sophocles rejects the states of mind in which instinct dominates reason. 
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The thinking of Euripides about gods is governed by reason, not by piety as in the plays 
of Aeschylus. Instead of theodicy, now reigns arbitrary and hazard, hence Euripides’s 
resignation and his opinion that tyrants rule the world without gods. In Euripides’s plays, from 
theodicy (except the play The Bacchantes, where we find the return to faith as a regeneration 
force in a world without piety) we arrive to an unjust and hostile divine world. Man is helpless 
and he always aspire to virtue. 

For Aeschylus, the notion of hybris was a religious and a moral mistake. For Sophocles, 
hybris was a sort of error, as well. For Euripides, the concept of hybris is profane, desacralised, 
it reflects the tyranny and it is based on the conflict between justice and hope. 

For Ovid, the notion of hybris/ impietas is difficult to approach. The poet himself 
received many labels, modern scholars characterizing Ovid, in Metamorphoses, for example, 
either as an ‘Augustan’ or as an ‘anti-Augustan’ poet. There were even interpretations 
according to which Ovid was merely a poet of his time, so he was neither ‘Augustan’, nor ‘anti- 
Augustan’. 6 The way in which Ovid approaches the concept of impietas and the fact that the 
poet lived under a dictatorship - usually, a person living under a dictatorship is not very fond 
of the dictator in question (except, indeed, the numerous fanatics and opportunists; however, 
in this respect, Ovid is out of question) -, prompts us to think of an exquisite poet who 
criticizes, without being a fervent ‘anti-Augustan’, the slippages of the regime in a subtle and 
enciphered manner. At least this would result from what follows. 

The intentions of the Latin poet seem difficult to decipher and to classify. As we will 
see, Ovid avoided univocity almost always with his characteristic skill. His myths can be 
interpreted in different keys. To exemplify this feature of the Ovidian myth, we will refer to 
the mythological episode of the young weaver Arachne. If we remain within the traditional 
framework of mythology, this myth reflects the traditional view of the ancients concerning the 
punishment of an act of impietas. 

Arachne, a young weaver from Lydia, the daughter of Idmon from Colophon, famous 
for the artistry with which she was weaving her tissues, defies, because of her skill, the goddess 
Minerva, the patron of weavers: 

“Maeoniaeque animum fatis intendit Arachnes,/ quam sibi lanilicac non cedere 
laudibus artis/ audierat.” (M. VI, 5-7) 


6 G. Karl Galinsky, Ovid’s Metamorphoses: An Introduction to the Basic Aspects , Berkeley and Los Angeles, 
University of California Press, 1975, pp. 213-214 and further. 
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“Then she thought of young Arachne,/ The girl of Maeonia, and what doom/ Would 
come upon her, for Arachne dared/ To rival Pallas at the loom, to think/ Herself superior in 
art.” 7 

The goddess descends from Olympus to see the tissues of Arachne, initially disguised 
as an old woman. A contest starts between the two: Minerva pictures on her tissues the twelve 
gods of Olympus and creates scenes that depict the punishments received by those mortals who 
tried to rebel against the divine order. In turn, Arachne weaves wonderful tissues where are 
depicted love scenes between gods and mortals: 

“Non illud Pallas, non illud carpere Livor/ possit opus.” (M. VI, 129-130) 

“Not even Pallas nor blue-fevered Envy/ Could damn Arachne’s work.” (H.G., p. 151) 
Angered, the goddess tore her tissues and hits Arachne with a wand on her forehead: 
“doluit successu flava virago/ et rupit pictas, caelestia crimina, vestes,/ utque Cytoriaco 
radium de monte tenebat,/ ter quater Idmoniae frontem percussit Arachnes.” (M. VI, 130-133) 
“The gold-haired goddess/ Raged at the girl’s success, struck through her loom,/ Tore 
down the scenes of wayward joys in heaven,/ And with her shuttle of Cytorian boxwood/ 
Slashed the girl’s face three times and then once more.” (H.G., p. 151) 

Angry, desperate, Arachne tries to hang herself, but Minerva does not let her die, but 
instead transforms her into a spider, doomed ever since to weave her web at infinity. 8 

If we interpret this myth in an Aeschylean key, we can say that Arachne committed an 
act of impiety. She did not understand her minor place in comparison with that of a goddess: 

“The cosmic status of characters is ordinarily persistent, immortals remaining 
immortals, mortals remaining mortals, and so on, although a few mortals are elevated to a 
higher status in the cosmic hierarchy. For the most part, however, a being remains in the cosmic 
category of birth and is expected to behave accordingly. Any mortal who acts as though he or 
she were equal or superior to a deity in some respect is likely to incur the wrath of the deity, 
and the same is true of a minor deity who ventures to compete with a major deity. “Know 
thyself,” as the Delphic maxim expresses it. That is, understand your place in the scheme of 
things.” 9 

7 Ovid, The Metamorphoses , translated and with an introduction by Horace Gregory, New York, The Viking Press, 
1958, 

p. 147. The other translations by Horace Gregory will be marked with the initials of the author and with the proper 
page number. 

8 See Anca Balaci, Mic dictionar mitologic greco-roman, Bucuresti, Editura Stiintifica, 1966, pp. 60-61. 

9 William Hansen, Classical Mythology: A Guide to the Mythical World of the Greeks and Romans, Oxford, 
Oxford University Press, 2005, p. 204. 
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She claimed to be unsurpassed in her art (in the art of processing wool and we know 
that the cosmic provinces of Minerva included this domestic craft), which involved inclusively 
the idea of overcoming deities. Eventually, the goddess punished rightfully Arachne for her 
foolishness and for her lack of piety. The goddess did not make any mistake. Minerva punished 
only the exaggerated claims of the young weaver from Lydia. The character was guilty and the 
punishment received was well deserved. The goddess helped the man who ran towards 
perdition and she taught him to become wise through suffering. The suffering is the absolute 
knowledge. This myth can be considered, eventually, an aetiological one, because it explains 
how spiders appeared. 

But in Ovid’s Metamorphoses, this myth could be interpreted also from another 
perspective, closer perhaps to the view of Sophocles or of Euripides and remaining, however, 
a strict Ovidian and Roman signification of the mythological episode, specific to the Augustan 
Age. In the period of Augustus, says Pierre Grimal, not a single literary work could be 
considered innocent. Even when the literary work had mythological characters as subject, it 
was always possible to discover malignant intentions and symbols. 10 

Indeed, in the myth of young woman Arachne, Ovid speaks rather about an apparent 
impietas. It was well known in the age the similarity established between Jupiter or Apollo, on 
the one hand, and Augustus, on the other hand, emerged from the tendency of Romans to 
politicize the myths. Also it was well known the parallel made between gods and a person 
empowered with imperium, an authority in fact. The first level of interpretation says that a 
mortal has no right to consider himself equal or superior to a deity in some respect. But at the 
second level of interpretation, we know that Ovid makes a parallel between gods and Augustus 
and criticizes the abusive relation between those who have auctoritas and the subjects, 
especially when the subjects are artists and artisans, as was Arachne, for example. The question 
at issue here is whether those who represent authority are truly superior in every respect. The 
relation between a deity and a mortal has to be marked by pietas, otherwise it would be a 
religious and a moral mistake (the first stage of approaching the notion of impietas), but the 
relation between a powerful mortal and a normal one has to be marked by tolerance, clemency 
and understanding, not by suppression or other punishments (the second stage of approaching 
the notion of impietas; a sort of error here - the artist was not cautious enough - rather than a 


10 Pierre Grimal, Literatura latino, translated in Romanian by Mariana and Liviu Franga, Bucuresti, Editura Teora, 
1997, p. 271. 
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real impietas). The suppression and the persecution of an artist because of his art - and we know 
that such episodes occurred during the reign of Augustus - was not justified by anything, even 
when this suppression was ordered by an emperor. Ovid was sure that in poetry and through 
poetry, a poet was superior to an emperor. 

His character has no awareness of committing an impiety - Arachne knows that she is 
unsurpassed in her art and she does not understand why she should be ashamed because of this 
reason-, and the punishment received is usually too high and unjustified, as it happens in 
Sophocles’ plays. God is almighty, and the human being is fragile and is humiliated in the end. 
However, Ovid goes further than Sophocles in a personal manner. This second level of 
interpretation is justified if we consider that Ovid evolved as a poet under a dictatorship. The 
ideas of an author could not have been openly expressed. 

As we mentioned, it was well known, in the era, the comparison between Jupiter and 
Augustus. Jupiter was the most important of the gods and Augustus was the most important 
among men, and Arachne enters in competition with Minerva precisely with a scene that 
depicts Jupiter in a blamable hypostasis. 

But Arachne was a mere mortal, of humble origin, while Minerva was a powerful deity. 
Ovid insists especially on this humble origin of the weaver to highlight the gap between her 
and the goddess, just as between an artist and an emperor was an enormous difference of status: 

“non ilia loco nee origine gentis/ clara, sed arte fuit.” (M. VI, 7-8) 

“The girl/ Had neither family nor proper place; / Her art alone had given her rewards.” 
(H.G., p. 147) 

The competition with a person invested with imperium and auctoritas is dangerous and 
risky. 11 Not only the myth of Arachne, but also other mythological episodes (the legend of 
Orpheus, the myth of the Emathides or of the Pierides, the episode of Daedalus and Icarus and 
so on) reveal, in Ovid’s Metamorphoses, a sort of pessimism as regards the fate of an artist. 
Artifex ends badly. Nevertheless, he never denies his essence, his talent and value, but rather 
he is defiant through his talent itself and this even after he is transformed and reduced to a 
humble existence, in which he no longer can express his talent or ideas. 

In Metamorphoses, the act of impiety made by a character - and not just any character, 
but an artist - appear to us, if we interpret it in a secondary key, small or insignificant compared 


11 See Patricia J. Johnson, Ovid before Exile. Art and Punishment in the Metamorphoses, Wisconsin, The 
University of Wisconsin Press, 2008, pp. 117-121. 
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to guilt and discretionary applied by an abusive authority. We could speak about a kind of error 
made by an artist totally dedicated to his art, reminding us of the famous phrase carmen et 
error. 
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Abstract: This paper will focus on the way in which a set of complex ludic mechanisms are developed 
in John Fowles’s The Magus, an experimental novel which configures an endless network of intertextual 
clues that cannot be univocally decoded. The laborious fictional worlds imagined by Fowles in his novel 
are shaped as circular labyrinths of misleading cultural symbols. Essential myths and literary allusions 
are mingled and reshaped in a postmodern game of infinite mirrors. The delusive postmodern 
construction implies a series of ludic techniques, the intertextual insertions induce a theatrical 
atmosphere, the roles are continuously multiplied and interchanged, the scenery is permanently 
reinvented, the characters have fluid identities. The reader is captured in the fictional network of 
polyphonic scenarios created by the magus, the puppeteer animating his marionettes, giving them the 
illusion of freedom. 

Keywords: John Fowles, ludic mechanisms, intertextuality, fictional worlds, fluid identities 


Acest demers hermeneutic i§i propune sa urmareasca modul in care variate mecanisme 
ludice se impletesc in configurarea structurii complexe a romanului Magicianul, publicat de 
John Fowles in 1965 §i revazut in 1977. in acest roman experimental, John Fowles se joaca 
abil cu nodurile subtile ale unei nesfar§ite rejele de aluzii intertextuale care refuza sa se lase 
univoc decodificate. Laborioasele lumi ficponalc imaginate cu voluptate de John Fowles intr- 
un delicios joc „de-a ce-ar fi”, in percutanta formula lui Toma Pavel, presupun cocxistcnta a 
cel pupil „doua nivele diferite la care se desfa§oara jocul” 1 , intre care naratorul §i personajele 
sale penduleaza cu degajare. Asadar, jocul de-a lictiunca implica imaginarea unor structuri 
complexe, generand o pluralitate de lumi posibile, dispuse pe mai multe niveluri de (i)realitate 
ficponala, extrapoland formula lui Basarab Nicolescu 2 , fiecare cu legile lui proprii. Lumile 


1 Toma Pavel, Lumi ficjionale, Traducere de Maria Mociornita, Prcfata de Paul Cornea, Editura Minerva, 
Bucureijti, 1992, p. 91. 

2 Basarab Nicolescu, Noi, particula §i lumea, 1'ditia a Il-a, Traducere de Vasile Sporici, Editura Junimea, Ia§i, 
2002, p. 142: Nivelul de realitate este definit de Basarab Nicolescu drept „un ansamblu de sisteme aflate mereu 
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ficponalc din Magicianul iau forma unor labirinturi circulare, garnisite cu derutante simboluri 
culturale. Mituri esenjiale si aluzii culturale sunt imbricate, rcconliguratc si transfigurate intr- 
un joc de oglinzi infinite. Construcjia postmodema a romanului implied o serie de tehnici 
ludice, inscrtiilc intertextuale indue o atmosfera teatrala, rolurile devin intersanjabile, 
multiplicandu-se neincetat, decorul este mereu reinventat, personajele au identitap fluide. 
Cititorii, deopotriva cu personajele, cad in mrejele unor fascinante rejele ficponalc, vraja fund 
nutrita de scenariile polifonice regizate de magicianul-povestitor, papu§arul care Tsi anima cu 
agilitate marionetele, creandu-le iluzia libertapi. 

I. Nodurile §i semnele jocului de-a Dumnezeu 

„Dar in jocul de-a Dumnezeu, noi am pomit de la premisa ca in realitate totul e licpunc 
§i, totu§i, nici o fiepune nu este necesara. Zambi: M-ai facut sa spun mai mult decat aveam de 
gand.” * * 3 Fermecatorul romancier John Fowles §tie intotdeauna cum sa spuna mai mult decat 
parea ca intenponeaza §i, totodata, mai pupn decat s-ar fi asteptat, intr-un dozaj infinitezimal 
de sugestie §i mister, de vraja si suspans, de cutezanfa §i retractilitate. In romanele sale 
polimorfe, totul este scriitura, o nesfarsita refea de noduri .p semne intrejesute cu migala, in 
care indiciile intertextuale si pistele interpretative nu pot fi decodate ca simple saradc, cu un 
singur raspuns posibil. Ficpunca este omniprezenta, insa ea nu impune un singur tipar 
incremenit, ci o multitudine de variante instabile, in continua mi scare, din care cititorul are 
libertatea, mai mult sau mai pupn limitata, desigur, de a-§i (re)configura propriul scenariu. 
Captivantul roman din 1965 al scriitorului englez, Magicianul, construicstc un asemenea 
labirint iluzoriu, sinuos, proteic, in care zidurile certitudinii se prabu§esc unul dupa altul §i sunt 
retrasate iar §i iar, firul Ariadnei se multiplica deconcertant, se rupe brusc si iar se reinnoada, 
iar Minotaurul i§i schimba necontenit mastile, aducand la suprafaja reflexele grotesti ale 
mon§trilor ce zac ascunp in tenebrele subconsticntului. Complexul joc de-a divinitatea nu 
(de)construie§te doar jesatura plurisemantica a literaturii, ci si „panza foarte subtirc” a 
convenjiilor - „flcpuni necesare” - sub care germineaza o infinitate de posibilitap. 
Romancierul-paianjen isi urze§te ostentativ plasa de cuvinte, ca intr-un dans buf, pe ritmuri 


sub actiunea unui numar de legi generale” proprii, inadeevate celorlalte niveluri de Realitate existente, iar saltul 

dintr-un sistem de referinta intr-altul adeevat explica paradoxurile inerente unei Rcalita(i polivalente. 

3 Voi cita fragmented din roman din editia: John Fowles, Magicianul, Traducere din limba engleza de Livia Deac 
p Maria C hitoran. Editura Polirom, lap, 2013. 
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cand romantic-desuete, cand senzual-insolente, uneori de-a dreptul agresiv-sadice, alteori 
nea§teptat de gracil-enigmatice, absorbindu-§i deopotriva personajele si cititorii in vartejul 
narcotic al pove§tii, unde „orice se putea intampla”. 

Magicianul este romanul unor experience ce gliseaza subtil intre mit §i poezie, 
intre un impetuos deja vu ce reinterpreteaza intamplarile prin prisma scenariilor arhetipale ale 
antichitapi grece§ti §i un rafinat deja lu ce le invaluie intr-o subtila patina livresca. Nicholas 
Urfe este, la cei 25 de ani ai sai, un blazat absolvent de Oxford, instalat confortabil intr-o 
carapace de cli§ee, de vanitaCi §i capricii care ll izoleaza afectiv de ceilal^i, incapabil sa iasa din 
sine, sa se ata§eze, manipulandu-le degajat pe fetele seduse facil §i parasite fara remu§cari, dus 
de valul unei existence incrpalc, fara mize si fara responsabilitaCi. Un timid inceput de rclapc 
inmugure§te odata ce o intalncstc pe expansiva si lotusi atat de fragila Alison, ce il induce in 
eroare pe dctasatul Nicholas cu aerul ei de independent §i frivolitate, dincolo de care se 
ascunde o „anemona de mare, care se li paste la fiecare atingere”. Tensionata relapc a celor doi 
se frange odata cu plecarea lui Nicholas in Grecia, ca profesor de engleza la un colegiu-internat 
de pe superba insula Phraxos, care il transpune dintr-o existent previzibila intr-un univers 
echivoc, alunecos si periculos, palpitant §i infricosator. Grecia inseamna pentru Nicholas 
intalnirea cu inefabilul §i cu inexplicabilul - „hni trebuia un nou mister” de dincolo de cuvinte 
- , cu prczcnta feminina, imbietoare si, in acelasi timp, rezervata a alteritaCii si, mai ales, cu o 
oglinda in care sa-si descopere adevaratul chip, de sub straturile de fard ce il falsificasera §i il 
uniformizasera pana la opacitate: „Cand acele ultime raze de lumina mediteraneana s-au abatut 
asupra lumii care ma inconjura, totul mi s-a parut de o frumusele perfecta; dar cand m-au atins 
pe mine, le-am simpt ostilitatea. Pareau corozive, nu purilicatoarc. Era ca inceputul unui 
interogatoriu in lumina proiectorului, vedeam prin u§a deschisa masa de tortura cu chingi si eul 
meu; batranul meu eu stiind inca de-atunci ca nu va 11 in stare sa reziste. Era teama tcrifianta 
de dragostea care reduce la esen|a; caci m-am indragostit din prima clipa, total §i iremediabil, 
de peisajul Greciei. A urmat de la sine un sentiment contradictoriu, enervant de ncputinpi §i 
inferioritate, caci Grecia era ca o femeie senzuala, provocatoare, care ma ademenea sa o doresc 
fizic §i in acela§i timp pastra o distan|a aristocratica ce imi interzicea orice contact.” 

Chintcscnta Greciei este intruchipata de John Fowles in ligura tutelara a magicianului 
Maurice Conchis, bizarul maestru de ceremonii de la vila Bourani, vrajitorul ce controleaza, 
cand din umbra, cand din lumina reflectoarelor, sforile ce il transforma incet si sigur pe 
Nicholas intr-o marioneta nicidecum docila §i, totu§i, hipnotizata de numerele de iluzionism 
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ale sarmantului papular. Magicianul i§i pastreaza pentru sine cel mai dificil §i, in acccasi 
masura, cel mai palpitant rol, multiplicat sub cele mai contrariante masti: Conchis i§i asuma, 
rand pe rand, in fafa lui Nicholas, eterogene ipostaze ale divinitapi, de la forfa fara chip din 
panteismul naiv la zeitaple brutale din panteonul grecesc, la figura aspra a unui Dumnezeu 
desprins din paginile Vechiului Testament ori la energia impersonala, drapata sub faldurile 
Hazardului. Conchis nu ii cere lui Nicholas sa creada, ci sa pretinda ca se lasa pacalit, 
subtilizand trairea religioasa intr-o experienfa estetica. in confruntarea cu cele mai insolite 
intruziuni ale autoritapi in intimitatea ultragiata a existenpalistului ateu si agnostic, Nicholas 
se lasa treptat prins in mrejele unei stranictap dincolo de care, daca nu accepta supranaturalul, 
ghiccstc obscuritatea misterului si accepta „sa traiasca in metafora”. Dupa cum subliniaza John 
Fowles in jurnalul sau, intr-o ascrpunc aproape blagiana, arta este „aceasta rezervape naturala 
de mister. Rolul §tiinfei este acela de a demola misterul; cel al artei, de a-1 conserva” 4 . 
Reiterarea unor scenarii mitice, jucarea unor roluri prestabilite intr-un ciudat teatru metafizic, 
hipnoza la care il supune „clarvazatorul” Conchis, experimentul psihologic care il transforma 
intr-un cobai sub narcoza, ritualul ezoteric al „judecapi”, cu alegerea intre razbunare si iertare, 
decodarea valcntelor simbolice intr-un periplu detectivistic sunt tot atatea probe initiaticc intr- 
un halucinant descensus ad inferos. Perfidul „diavol” Conchis il poarta pe Nicholas in iadul 
atrocitaplor unui razboi inutil, in bolgia psihologica a manipularii si in tenebrele Hadesului 
unde Orfeu se pogorase de buna voie in imposibila aventura de recuperare a Euridicei: „Eram 
din nou prizonierul unui mit, incapabil sa-1 inleleg, dar con§tient ca intamplarile trebuiau sa 
continue, oricat de sinistre ar fi putut deveni.” 

Insa cel mai crunt infem este pentru Nicholas cel al nesigurantci, al ratacirilor in cere 
pe nisipurile mpcatoare ale iluziei, intr-un decor de mucava in care „certitudinile” se topesc ca 
fumul, lasand in urma, precum in sinistra sala de judecata, o lectica goala, ascunzand un mister 
gaunos, inve§mantat in cele mai stridente costume. Nicholas se indragoste§te de o himera: 
Candida Lily Montgomery, „fantoma” din 1914, se preschimba sub ochii lui, cu o viteza din ce 
in ce mai ameptoare, in timida Julie Holmes, actrpa-profcsoara de engleza, apoi in docta si 
curajoasa psihiatra Vanessa Maxwell §i perversa zcita Io-Kali-Isis-Astarte, jucand-o cu 
dezinvoltura pe Desdemona, pentru ca, in final, cercul sa se inchida si „marioneta” lui Conchis 
sa redevina Lily, fiica misterioasei doamne de Seitas. Pana §i „transparenta” Alison, de o 


4 Idem, Jurnale, Sclcctic de Anca Baicoianu, Traducere din limba engleza §i note de Radu Pavel Gheo, Editura 
Polirom, Ia§i, 2014, p. 343. 
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directed plictisitoare, de „poezie simplista”, i§i dezice, in cele din urma, „lipsa de subtilitate” 
si Tsi asuma un rol ce ii sfarma lui Nicholas §i ultima certitudine. Cu toata explozia de 
senzualitate implicate in aceste jocuri amoroase, sexualitatea este cu subtilitate transfigurata, 
penduland intre dragoste §i erotism, in sensul pe care Octavio Paz il confera „dublei flacari” 
degajate de combustia sexuala, implicand „cristalizari, sublimari, perversiuni si condensari 
care transforma sexualitatea §i, de cele mai multe ori, o fac de nerecunoscut” 5 . La randul lor, 
personajele „nu sunt ceea ce par a fi”, i§i leapada mastilc pentru a etala senin altele, intr-o 
mascarada infinita, regizata de cameleonicul Conchis, personaj construit parca pe principiul 
cutiilor chinczcsti sau al papusilor Matrio§ka 6 , machete incapsulate in inima carora se ascunde 
vidul: „Acum arata ca Picasso, imitandu-1 pe Gandhi, la randul lui imitand un corsar”. Insa cea 
mai teribila masca demiurgica sub care se ascunde Conchis este cea a „romancierului faja in 
fa|a cu personajul” sau, a autorului omniscient, de o obiectivitate „fatala”, care stabile§te cu 
deta§are regulile §i limitele jocului sau de-a Dumnezeu. 

II. Iluzionare §i de-jucare 

„Ma comportasem intotdeauna ca si cand exista o a treia persoana care ma privea, ma 
asculta si imi punea nota buna sau rea - pentru comportarea mea. Un zeu. Sau un autor de 
romane spre care ma intorceam, §i eu eram personajul lui, in stare sa faca exact ce trebuie ca 
sa fie pe plac, vulnerabil la afronturile lui, capabil sa se adapteze la tot ce credea ca dore§te 
romancierul-zeu.” Nicholas Urfe, (anti)eroul lui John Fowles din Magicianul, parcurge un 
anevoios §ir de metamorfoze menite sa elibereze fluturele din crisalida, sa sfasic valul livresc 
care ascunde sforile papusarului. Insa odata destramat, coconul ce-i proteja nervurile 
vulnerabile, pe masura ce Nicholas consticntizcaza ca este doar un personaj prins in panza 
rafinata a unui romancier-zeu - sau poate a unui diavol hatru - , cercul libertapi sale nu se 
large§te, ci, paradoxal, se restrange vertiginos. Atata timp cat se comporta automat, tacit, 
inertial ca un personaj, Nicholas se adapteaza facil la scenariul prestabilit, se integreaza 
conformist in tiparul (auto)construit, e o docila si previzibila marioneta prinsa in legaturile 
invizibile ale convenjiilor. Blazatul Nicholas de dinainte de probele de foe ale lui Conchis nu 

5 Octavio Paz, Dubla flacara. Dragoste ,>7 erotism, Traducere din spaniola de Cornelia Radulescu, Editura 
Humanitas, Bucure^ti, 2003, p. 13. 

6 Vezi Brian McHale, Ficjiunea postmodernists, Traducere de Dan H. Popescu, Editura Polirom, lap, 2009, p. 
179. Brian McHale deceleaza, printre structurile ontologice din proza postmodernista, modelul lumilor din cutii 
chinezepi sau cel al papuplor rusepi, incluse una in alta. 


316 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


doar ca nu iese din propriul sau rol, de intclcctual-existentialist insingurat, masca sub care se 
ascunde capriciosul seducator fara scrupule, ci mai pretinde §i cclorlalp sa nu se abata de la 
partitura pe care le-o distribuise: „Crima mea monstruoasa fusese pacatul originar, crima lui 
Adam, cea mai veche §i cea mai vicioasa dintre toate formele de egoism masculin: de a-i fi 
impus lui Alison sa joace rolul personajului de care aveam nevoie eu. Era mai rau decat crima 
de lezmaiestate. Era o crima de lese humanite.” De abia dupa ce se transforma, la randul sau, 
intr-o jucarie in mainile unui „romancier fara de roman”, care i§i scrie capodopera nu cu 
ajutorul cuvintelor - care, „de la Hitler §i Hirosima incoace”, „au devenit ceaja, o suprastructura 
fragila” - , ci cu oameni absorbiti in mascarada sa deconcertanta, Nicholas „inl ! clcge ce e 
libertatea. Si mai ales faptul ca cu cat o injelegi mai mult, cu atat o ai mai pupn.” 

Magicianul pune in scena o infruntare a unui personaj cu propriul sau „creator”, care ia 
cele mai nastrusnice chipuri, intr-o sarabanda a mastilor care reitereaza cele mai variate 
formule romanesti, de la cea a naratorului omniscient ce isi constrange personajele sa i se 
supuna necondilionat la regizorul avangardist ce i§i lasa personaj ele „in libertate”, observandu- 
le din umbra §i lasandu-se purtat de traiectoria lor imprevizibila. Nicholas Urfe penduleaza 
intre personajul-mecanism, deconstruit §i reasamblat cu dezinvoltura de ceasornicarul dibaci, 
si personajul-particula, urmarit de la distanja de observatorul ce e inclus si el in jocul 
indeterminarii, in(lucntandu-l implicit, in cele mai intime momente, el se simte urmarit, testat, 
singuratatea sa este una iluzorie, autenticitatea ii este aparenta, iar spontaneitatea inabu§ita. 
Inchis intr-o colivie de cuvinte, mreje intinse de magicianul Conchis, „abil in reordonarea 
realita|ii” maleabile, Nicholas intampina cu rezistenja „apei fata de ulei” sau a rapunii fa|a de 
„caraghios, absurd, emoponant, poetic” numerele de iluzionism ale charmeurului, fori,a lor de 
atraepe hind direct proportionals cu repulsia trezita de potcnpalul lor „sinistru” de manipulare 
si anihilare a liberului arbitru. Orice joc implica o doza de iluzie - dupa cum surprinde cu 
subtilitate Johan Huizinga in Homo ludens, pomind de la etimologie, inlusio inseamna, 
literalmente, „injucare” 7 - , dar §i un mecanism „mereu §i mereu de-jucaf ’ - preluand 
ingeniosul joc de cuvinte al lui Ilie Gyurcsik 8 . Irezistibila doza de farmec a experience lor stranii 
ale lui Nicholas la vila Bourani, pe domeniul versatilului magician, decurge din pelicula de 
„irealitate” ce se interpune intre „alesul” lui Conchis si lume, printr-o in§elare a simturilor 


7 Johan Huizinga, Homo ludens. Incercare de determinare a elementului ludic al culturii, Traducere din olandeza 
de H. R. Radian, Cuvant inainte de Gabriel Liiceanu, Editura Humanitas, Bucure^ti, 2003, p. 50. 

8 Ilie Gyurcsik, Paradigme moderne: autori - texte - arlechini. Eseu de hermeneutica paradoxala, Editura 
Amarcord, Timisoara, 2000, p. 100. 
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buimacite de duhori pestilenjiale, de coruri nocturne, de „fantome” in came §i oase §i, mai ales, 
de ispititoare jocuri erotice. „Teama de necunoscut, de inexplicabil, nu de supranatural” se 
implctcstc cu fascinapa pentm inepuizabilul „hocus-pocus mitologic” inscenat de Conchis, 
dcclansand un surogat estetic, intens livresc, de mysterium tremendum 9 , sublimat intr-o „vraja” 
deopotriva impusa §i asumata: „Ceea ce voiam de fapt sa-i spun era ca ma simtcam vrajit si ca 
in mod absurd doream sa flu liber ca sa fiu vrajit.” 

Farsa lui Conchis suprapune deliciile si supliciile mai multor tipuri de joc - de-a v-atj 
ascunselea, baba-oarba, §ah ori sarada - reu§ind sa il prinda in mrejele sale pe Nicholas nu doar 
prin „felul sau de a face lumea sa dispara”, ci §i prin capacitatea lui de a imagina universuri 
alternative, „cu sensuri multiple”, ce incita la o nesfar§ita interpretare. Farmecul acestor jocuri 
decurge tocmai din faptul ca Nicholas are in permancnta acea ,,constiinta specified de realitate 
secunda sau irealitate pura in raport cu vial,a pura”, pe care Roger Caillois o rccunoastc printre 
trasaturile cscntialc ale scenariului ludic 10 . Cea mai mare teama a lui Nicholas nu e provocata 
de violenta si imprevizibilitatea scenariului, ci de perspectiva unei intreruperi brutale a farsei: 
panza ficponala secretata de paianjenul-magician este nu doar de o frumusctc ce inspaimanta, 
ci si vulnerabila la orice atingere, putandu-se destrama oricand. Ceea ce „cobaiul” colaborator 
la construcpa labirintului fictional nu-i poate ierta lui Conchis nu este „ca facuse ce facuse, ci 
ca incetase sa mai faca”, intrempand brutal fiecare act de iluzionare, deturnandu-1 iarasi §i iara§i 
spre un altul curmat in acelasi mod: „Totul este atat de fragil. Ca panza de paianjen. [...] Daca 
ne-am purta intr-un anumit fel, am putea sa distmgem totul.” Ceea ce il mcntinc pe Nicholas 
prins in la(n)jurile licponale ale jocului de-a Dumnezeu al lui Conchis este tocmai scnzatia de 
prospctimc conferita de „sentimentul ca patmnsesem in lumea miturilor - o experienja care 
fizic dadea senzajia, clipa de clipa, de a li fost in acela§i timp tanar §i ve§nic. Ulise mergand sa 
o intalneasca pe Circe, Tezeu in drum spre Creta, Oedip in cautarea destinului. Nu-mi era 
posibil sa-1 descriu. Nu era un sentiment literar, ci un sentiment misterios, prezent si concret, 
de entuziasm, de a 11 in situapa in care orice se poate intampla. Ca §i cum lumea fusese 
reinventata in aceste ultime trei zile doar pentm mine.” 


9 Vezi Rudolf Otto, Sac nil - despre elemental irajional din ideea divinului §i despre relafia lui cu rationalul , 
Traducere de loan Milea, Editura Dacia, Cluj-Napoca, 2002. 

10 Roger Caillois, Eseuri despre imaginable, Traducere de Viorel Grecu, Editura Univers, Bucure^ti, 1975, p. 258. 
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III. Jocurile livre§ti 

„Povestirea, nara(iunea, istoria se aflau cuprinse in natura lucrurilor, cosmosul exista 
pentru povestire, nu povestirea pentru cosmos.” Zambetul ironic-§armant al magicianului lui 
John Fowles concentreaza intr-un gest simbolic deta§area implacabila a naratorului omniscient 
- a celui care are „privilegiul de a §ti mai mult” - §i, totodata, autoritatea jucau^-malitioasa a 
creatorului omnipotent, gra(ie caruia „ceea ce putea sa nu (mai) fie este”. Cosmosul laborios 
construit de John Fowles in Magicianul nu este altceva decat un intricat labirint circular, 
livresc, autoreflexiv, in care coridoarele se intretaie si se bifurca halucinant. Povestirea 
recreeaza ludic lumea intr-o mereu reluata rescriere a textelor csentiale - piesele lui 
Shakespeare, cu precadere, dar nu lipsesc nici aluziile culturale la scenariile mitice ori citatele 
decupate din T.S. Eliot ori Ezra Pound, recontextualizate si frapant insailate in panza 
postmoderna a lui Arahne. Inscrtiilc intertextuale invaluie intamplarile intr-o atmosfera 
teatrala, rolurile se multiplica si se intercaleaza ametitor, decorurile se schimba ostentativ, 
personajele isi asuma replicile cu constiinta inconsistcntci lor, gesturile sunt ingro§ate, 
chipurile se ascund sub straturi de fard, identita(ile se dizolva ca fumul. Experimentul la care 
este supus Nicholas Urfe cuprinde un debusolant §ir de quiproquo- uri, fara ca intr-un final 
ma§tile sa cada §i „adevarul” sa iasa la iveala. De fapt, „nu exista adevar dincolo de magie”, 
orice incercare de a decoda indiciile risipite cu generozitate de Conchis risca sa faca iremediabil 
„confuzia §i mai confuza”, cosmosul de hartie ce sustinc fragilul castel din car(i de joc al 
fic|iunii este doar o macheta caleidoscopica pe care se brodeaza iluzia. 

Pelicula livresca invaluie Grecia lui Nicholas Urfe, care nu este decat „o imagine” 
desprinsa din paginile unei card, developata pe fundalul clarobscur al unor experience literare, 
reiterari ale unor texte adanc intiparite in imaginarul cultural postmodern. Nicholas Urfe 
resimte „fascina(ia fatala pe care o exercita Circe”, a carei vraja insinuanta concentreaza 
chintesen(a Greciei, si se lasa absorbit „in adancul celui mai straniu labirint din Europa”, sub 
masca unui Tezeu candid, in a§teptarea unei Ariadne care sa ll poarte spre centrul pove§tii, 
unde se adapostcstc Minotaurul, demiurgul cu o mie de fete, proteicul, mereu in eschiva, 
vrajitorul Conchis. Odata ce decorul de mucava se destrama, sub bagheta lui magica, o noua 
scena se infiripeaza, iar Nicholas Urfe aluneca imperceptibil intr-o noua poveste, devenind, 
succesiv sau simultan, „incantat §i, evident, dezorientat, fericit, vesel si singur, ca Alice in Tara 
Minunilor”, solitar §i cutezator ca Robinson Crusoe in fa(a necunoscutului, subjugat de mrejele 
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fanteziei ca „Pip din Marile speranfe, dominat de domnisoara Havisham” ori de avatarurile ei 
livrefti, impotmolit „intr-o deasa re^ea de ipoteze, ca un Gulliver modem legat cu nenumarate 
fire” de cel care trage din umbra sau din lumina reflectoarelor sforile fic^ionale. Nicholas este 
atras in caruselul maftilor shakespeariene, plutind evaziv de la un rol la altul, pe razele 
convergente ale unei invizibile rctclc intra- fi intertextuale in care sunt intre|esute Furtuna fi 
Othello , Hamlet fi A douasprezecea noapte. „Anxietatea influcntci” atinge, in cazul lui John 
Fowles ultimul stadiu depistat de Harold Bloom, intrucat, dupa lectura Magicianului, printr-un 
bizar fenomen de influenza inversa, textul Shakespearian al piesei Furtuna ne lasa „impresia, 
printr-un straniu efect, ca nu ar fi scris de precursor, ci dimpotriva ca poetul urmas ar fi scris el 
insufi opera definitorie a inaintasului.” 11 Acest efect de (re)scriere a Furtunii este sesizat si de 
John Fowles in jumalul sau spre sfarsitul procesului de create: „Dupa toate lunile astea de 
lucru la Magicianul, astazi mi-am dat seama brusc de paralelismele cu Furtuna - Prospero, 
Miranda, Antonio, Caliban” 12 . Insa Nicholas nu este doar un Ferdinand naiv fi sentimental, 
sfasiat intre farmecele diafane ale lui Ariel si spectrele cofmarefti ale lui Caliban, un indragostit 
care patrunde pe teritoriul alunecos al unui „Prospero dement” in cautarea unei Mirande 
ispititoare. Magicianul nu este doar o pastisa transparenta si facila a Furtunii , ci un rafinat joc 
de oglinzi livrefti, care se reflecta unele in altele, creand iluzia unui spapu infinit. Decupajele 
si aluziile intertextuale se articuleaza subtil sau ostentativ in urzeala romanesca din Magicianul, 
intr-un palimpsest cand straniu, cand grotesc: „Traiam opera unui legator fantezist care 
intercalase pagini din Kafka intr-un roman de D. H. Lawrence.” 

Nicholas are conftiinta difuza ca este doar un personaj, urmarit indeaproape de 
„autorul” sau, simtind ca pana si un gest intim precum o tentativa de sinucidere i§i pierde 
autenticitatea, dobandind o alura estetica, artificiala, scnzaponala, „cu scmnincatic”: „Eu 
cautam sa realizez moartea lui Mercutio, nu o moarte adevarata.” Nicholas ramane pana in final 
captiv in „colivia” ficpunii, fie ca isi accepta rolurile prestabilite, fie ca le respinge, fascinat §i, 
totodata, enervat de incarcatura lor livresca, fiustrat cand este exclus din scenariu ori cand 
banuie§te ca din „cobaiul principal” a fost retrogradat intr-un palid „personaj secundar” ori 
cand intrezare§te ca el este, de fapt, „antieroul” claustrat intr-o insuportabila salle d ’attente. 
Printre jocurile (re)lecturii aflate in vizorul lui Matei Calinescu in incitantele sale analize din 
A citi, a reciti se regascstc fi cel implicat de „«naratorul necreditabil», aceasta categorie utila 

11 Harold Bloom, Anxietatea influent ei. O teorie a poeziei, Traducere din limba engleza §i note de Rare? 
Moldovan, Editura Paralela 45, Pite?ti, 2008, p. 62. 

12 John Fowles, Jurnale, ed. cit., p. 242. 
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din Retorica romanului de Wayne Booth”, prin care cititorul este prins intr-un „joc complicat 
de false astcptari, surprize si rasturnari de situapi, de teorii construite din marturii neadevarate 
si simptome derutante” 13 . Conchis „joaca rolul unui magician ventriloc, provocandu-1 
constant” pe Nicholas si, implicit, „pe cititor sa-i descopere scamatoriile” 14 . Astfel, el i§i asuma 
din start statutul de unreliable narrator, insailandu-§i propria poveste, (de)construindu-se ca 
personaj „valabil doar prin analogic”, verosimil doar in aerul rarefiat al metaforei: 
„Obiectivitatea lui avea o dimensiune in plus, fatala, care semana mai curand cu cea a 
romancierului faja in fat,a cu personajul decat a batranului, a omului schimbat ce se confrunta 
cu propria sa personabtate din trecut.” 

Nucleele narative urzite de Conchis sunt masluite, asemenea zarurilor trucate cu care 
iluzionistul il tenteaza pe Nicholas sa traiasca „cxpericnta unui razboi intr-o secunda”, 
infruntand „nebunia de a cauta moartea”, acceptand (sau nu) pariul de a lua otrava daca iese 
cifra §ase. Hazard sau manipulare, pasivitate sau alegere - dilemele incapsulate in incercarea 
zarurilor trucate se regasesc intr-un alt nod epic de inalta tensiune simbolica, episodul din 
timpul celui de-al doilea razboi mondial, in care Maurice Conchis se afla in fa|a unui cumplit 
clouble-bind\ pus la zid de fanaticul colonel nazist Wimmel, are de ales intre a ucide personal 
doi partizani sau a condamna indirect optzeci de oameni, inclusiv pe sine, la moarte. Nicholas 
se afla si el in fata unei alegeri la judecata simulata de Conchis, are efectiv biciul in mana, liber 
sa loveasca sau nu, insa marja de discemamant si cea de constrangere sunt greu de delimitat. 
Pana la urma, Nicholas invaja sa surada, la randul lui, ironic, acceptand, odata cu zambetul lui 
Conchis, regulile implacabile ale jocului de-a Dumnezeu, indraznind sa spere ca alegerea poate 
sa fie in mainile sale, ca piesele sunt intcrsanjabilc §i ca marionetele pot sa-si manevreze, la 
randul lor, papu§arii: „De data aceasta, ca sa mai variem, marioneta era cea care avea sa il faca 
pe papu§ar sa mai a§tepte o zi.” Dar cine este, de fapt, papu§arul? Poate sa fie Conchis sau 
dublul sau feminin, misterioasa doamna de Seitas, cea care da cartilc pe faja in final, insa la fel 
de bine accstia pot sa fie, la randul lor, doar personaje-paravan pentru un romancier care 
dirijeaza dctasat pionii pe pestrija tabla de §ah a fictiunii, cel care manuicstc abil decorurile si 
decide cand, unde §i cum sa coboare cortina, retezand, cu acel „sim| rizomatic” intuit de Gilles 
Deleuze si Felix Guattari in MU de platouri 15 , nodul gordian al pove§tii: „Dar labirintul nu are 

13 Matei Calinescu, A citi, a reciti. Catre o poetica a (re)lecturii, Traducere din limba engleza de Virgil Stanciu, 
Cu un capital romanesc inedit despre Mateiu I. Caragiale (2002), Editura Polirom, Ia§i, 2003, p. 162. 

14 Idem, ibidem , p. 163. 

15 Gilles Deleuze, Felix Guattari, Mii de platouri , Traducere din limba franceza de Bogdan Ghiu, Editura ART, 
Bucure:?ti, 2013, p. 37. 
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centru. Sfar§itul nu este decat un punct printre alte puncte insiratc pe o a\a. O taietura de at,a 
facuta la intamplare.” 

Ceea ce frapeaza dintru inceput in Magicianul este artificialitatea pe care John Fowles 
nu o drapeaza in valurile ficpunii, ci o exhiba §ugubaj, cu aerul dezinvolt al celui ce stapanestc 
cu maiestrie intricatul joc de-a Dumnezeu. Lumea sa ficponala este prinsa in piuneze ca intr-o 
rama in decorurile atent studiate de scenograful rafinat, care selecteaza cu gust pentru lice arc 
episod semnificativ cate o panza a unui pictor in ton cu nuantclc pove§tii, calculand meticulos 
efectele ficcarci inscenari. Peisajul ireal al insulei Phraxos pare desprins „dintr-o gravura a lui 
Hokusai”, faleza lui Conchis, invaluita in „lumina blanda a soarelui de seara”, ii apare lui 
Nicholas „ca un tablou de Claude Lorrain”. Jocul de lumini §i umbre in care isi face aparijia 
Lily Montgomery parca ar fi decupat dintr-o panza de Caravaggio, Julie este cand o aparitic 
botticelliana, cand o silueta feminina a la Renoir, iar peisajul in care isi face aparilja June 
pentru a-1 atrage in cursa pe „cobaiul” Nicholas este „scaldat intr-o lumina cenu§ie, asemenea 
tablourilor lui Samuel Palmer”. Reintoarcerea lui Nicholas la Londra §i vizita inoportuna la 
fostul apartament al lui Alison ii prilejuicstc un instantaneu ce pare „un peisaj contemporan 
pictat de Vermeer”, iar reintalnirea cu aceasta se petrece pe fundalul unui desen „simplu §i 
placut ca o plaja pictata de Boudin”, intr-un final, dupa ce panzele sunt date brutal la o parte §i 
valurile iluziei sunt Maturate unui cate unui, scena ramane goala, lumea ramane suspendata, 
marionetele sunt abandonate intr-un „prezent inghejaf’, in care totul ar fi posibil si nimic nu se 
mai poate intampla, intr-o taietura de maestru in jocul de-a Dumnezeu: „Teatrul era gol. Nu era 
un teatru. Poate ca-i spusesera ca era un teatru si ea ii crezuse, iar eu o crezusem pe ea. [...] Era 
logic, apogeul perfect al jocului de-a Dumnezeu, din care se retrageau. Eram singuri. Eram atat 
de sigur si totu§i... dupa cate mi se intamplasera, cum mai puteam fi absolut sigur de ceva. Cum 
puteau fi atat de reci, de inumani - deveniji subit indiferenp? Abandonau partida dupa ce 
trucasera zarurile.” 
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Abstract: The Alexandria Quartet, by Lawrence Durrell, depicts a group of European expatriates living 
in Alexandria, Egypt, in between the two world wars. The four novels in the Quartet oppose the West 
to the East, in an attempt to mediate between the two cultures. However, it could be argued that the 
Arab community remains silent, in the Orientalist attitude unmasked and analysed by Edward Said. 
This paper focuses on the first novel in the series: Justine. The analysis concentrates on translation 
from a double perspective: first of all, cultural translation, used in the original text to mediate between 
cultures and to build the sense of alterity in the construction of the Oriental other, and secondly, textual 
translation and a different type of mediation, in Catinca Ralea's translation of the novel into Romanian. 
In some rare instances, the translation succeeds where the original might be said to have failed. 
Translation brings the original text into its afterlife - which is, in a way, the true task of the translator. 

Keywords: Lawrence Durrell, translation studies, Justine, cultural translation, English to Romanian 
translation 


Lawrence Durrell is a very difficult to place author. Given the ambivalent nature of 
both his personality and his work, Durrell has always been placed somewhere between 
modernism and post-modernism - he is, to all intents and purposes, an in-betweener, but a 
convenient play on words can easily turn him into the go-between (which is relevant under the 
scope of this paper). Critics never seem to fully agree on him. Moreover, given the main focus 
of his literary work ( The Alexandria Quartet included), and his life as a British expatriate in 
several exotic countries, he has been analysed mostly from a post-colonial perspective (again, 
an approach that is somewhere in-between, that mediates between two cultures), sometimes 
with a focus on his view on Oriental spirituality. The Alexandria Quartet is Durrell’s most 
notable literary work and is a series of four novels: Justine (1957), Balthazar (1958), 
Mountolive (1958) and Clea (1960). 
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The ostensible subject of The Alexandria Quartet is the clash between different cultures 
and the ensuing effects upon different individuals depicted as both major and minor characters. 
This has been identified as a long lasting interest with Durrell: critics have constantly related 
his novels to his disappointment with England and fascination with exotic cultures; moreover, 
the author himself spent most of his life as an expatriate by choice and subsequently 
transformed the essence of his foreign experiences into fictional matter. Thus, Harry Blamires 
writes: 

Durrell called himself an angry young man of the thirties for his blistering attack on 
English smuggery and respectability in The Black Book (Paris, 1938) whose sexuality made it 
unpublishable in England. The book harks back to the ethic of Forster’s Where Angels Fear to 
Tread in its contrasting polarities of England old and devitalized and the Mediterranean sunny 
and alive. Durrell was posted to British Information Offices in Cairo and Alexandria during 
the war, and this provided him with material for his Alexandria Quartet, a tetralogy of 
overlapping novels (...) which is a many-stranded record of life in a lushly evoked Alexandria. 
(Blamires 227) 

This paper aims at focusing on the first novel only - Justine. In view of the above, it is 
perhaps odd that one should identify instances of Western bias in the building of the Oriental 
other in Justine. But indeed it is so. In Orientalism (1978) Edward Said speaks at one point of 
what it means to hold a “textual attitude” (Said 272); it is a fault that he finds with Western 
discourse in its treatment of the East. In a nutshell, he accuses Western narratives of having 
created a different East by means of a manipulative use of language and textuality. This strategy 
also provides a legitimate reason for European expansion in the East: since the real Orient is 
disappointingly different from the magical Orient in Western texts (Said speaks of “the 
betrayed dream”), the need for a coherent and orderly authoritative presence appears as a 
possible solution. 

There are certain general traits which can be identified in the Western representation of 
the Orient. Said integrates most of them in a general impression of “eccentricity”: the Orient is 
seen as a background for abnormal practices and customs pertaining mostly to the sexual realm; 
Said illustrates this tendency with examples from writers such as Flaubert, for instance, who 
recognizes that the grotesque images he uses pertain to a limited category but nevertheless uses 
them in his representation of the Orient. 
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With disenchantment and a generalized - not to say schizophrenic - view of the Orient, 
there is usually another peculiarity. Because it is made into a general object, the whole Orient 
can be made to serve as an illustration of a particular form of eccentricity. Although the 
individual Oriental cannot shake or disturb the general categories that make sense of his 
oddness, his oddness can nevertheless be enjoyed for its own sake. (...) The Orient becomes a 
living tableau of queerness. (Said 280) 

This situation can be exemplified by many instances in the pages of Justine. To a certain 
extent, it is exactly the same situation: the Orient is perceived in general terms as a peculiar 
place, a place of queerness different from Western patterns. At some point, Justine’s 
eccentricities and bizarre behaviour are explained in a similar manner: she is a true child of the 
city. Alexandria is described as a place for pleasure and sexual encounters, in a liberal manner 
that is very different from the old European ways - a place burdened by a certain sense of sin. 
In a way certain peculiar and otherwise unorthodox events are explained through the general 
permissiveness of the Oriental way of life. Sexuality and abnormal sexual practices are seen as 
daily activities. Moreover, the Orientals are most of the times portrayed as primitive and 
superstitious in an excessive manner. 

Another important issue is the fact that the Arab is not individualized in the book, with 
the notable exception of the members of the Hosnani family. But the voice of the commoner in 
the Arab world remains silent. At all times, the Arab community in its cultural and religious 
diversity is represented by an anonymous group, such as the Bedouins in the desert, the loud 
women and the beggars filling the streets, the gullible audience at public fairs and celebrations. 
Again, it is a group image which conforms to the Orientalist version of the Orient: the common 
people are depicted as ignorant, primitive and amoral, leading a simple life dictated by greed 
and superstitions. These superstitions are mentioned ironically in a subversive attempt at 
inducing a certain mood as a result of reading: thus, the Arab are afraid of blue eyes and red 
hair, they easily accept charlatans as saints; this attitude culminates in the depiction of the 
ceremonies at the grave of Joshua Scobie whom the locals call after his death El Yacoub and 
whom they treat as a saint. It is not randomly that the text at this point should focus on the 
character of Joshua Scobie: he is the most ironically sketched caricature in the novel; in this 
way, the gullibility of the Arab community is stressed even further. 

A strange detail in the structure of the book is that the very few Arab characters that are 
slightly individualized are all disfigured either by birth or by illness. The first one is the 
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picturesque figure of Mnemjian the barber, who is a hunchback with a violet eye; he is the most 
redutable local spy in the sense that he is aware of all the events either public or private that 
are going on at any time (at some point in the novel, Darley, the narrator and Durrell’s alter 
ego, calls Mnemjian the Archives of the city). The list of peculiar characters as illustrations of 
the Arab world in the novel should also include Nessim’s faithful servant Selim, who is a mute, 
Nessim’s mother Leila whose face has been disfigured due to a severe attack of smallpox, and 
most notably Nessim’s brother Narouz, whose face is described as extremely ugly because of 
his having been born with a hare-lip. Last but not least, Hamid, the servant that Darley and 
Melissa share in their otherwise humble life together, only has one eye. Since it is a recurrent 
pattern to such an extent, the disfigurement of Arab characters cannot be a randomly used 
literary device. It may have been included as a manipulative, textual device in order to 
emphasize the Arab as the Other and the differences that burden the sense of alterity. According 
to Said, part of the Orientalist tradition is the unbreakable assumption that the Oriental is 
inherently different from the European. The development of the Orientalist tradition is in fact 
based on this core assumption. Thus, in Justine this assumption is rendered physically, by the 
presence of disfigurement. In addition, instead of individualising Oriental characters, this 
device adds to their overall treatment as a group, through repetition. 

In view of the above, it could be argued that in Justine a lot is lost in cultural translation. 
Translation of any type presupposes movement - etymology can explain: to trans-late (Latin: 
translatio ) means to transfer, to carry over, to lead across; to convert something or be converted 
into another form or medium. Translation - textual, cultural or any type of translation - involves 
the movement of meaning, in an attempt at explaining, at casting light, so ultimately it is a 
quest for truth. Furthermore, the movement of translation presupposes a direction, therefore a 
point of origin and a point of reception. At the beginning of this paper, we said Durrell acts as 
a go-between; in Justine , the text attempts at mediating between two cultures, operating with 
binary oppositions: East and West, exotic versus familiar, European vs Arab, chaos vs order, 
even the stifling weather and the Arabic climate are described in a similar binary manner. (It 
could be further argued that the flaw in Justine , if such a term can be used, stems from this 
persistent use of binary oppositions, instead of a multi-level, diversified approach, but this line 
of argumentation deviates from the scope of this paper). 

So the first type of translation here is cultural translation: the translation between the 
European culture of the group of expatriates that act as main characters in Justine and the host 
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culture of the Arab community in Alexandria. Perhaps this attempt at mediation through 
cultural translation fails because the movement is linear and one-directional: the Oriental other 
is merely observed from a distance; the sense of otherness is rather a group feature; the 
descriptions have a static, painting-like quality (as will be further demonstrated in the 
fragments analysed below). In other words, the text of the novel has a clear centre of 
observation, which is also the centre of power, and this is why in Justine the Arab community 
remains subaltern and silent. 

But the underlying interest of the text is a narrative one - or, more precisely, the 
intention of dismantling and doing away with traditional forms of narrative. Durrell admitted 
to being fascinated by the new, modem scientific theories of the 20 th century, mainly Einstein’s 
theory of relativity: the new ideas on space and time and the relationship between them - time 
as the fourth dimension. He wanted to create a novel that would be like a time-space continuum: 
this explains the narrative structure of the Quartet, which is three parts space and one part time, 
to put things mathematically. The first three novels retell the same story from different 
perspectives - so one space and time, but different narratives, intertwined in a sort of reversed 
literary kaleidoscope, like one image reflected by several mirrors at the same time; while the 
last one takes things forward in time. In view of the above, the dialectics between the surface 
structure and the underlying structure of the four novels can lead to a multi-level interpretation 
of the text: the apparent bias in building the image of the Oriental other, so the text’s attitude 
to alterity and the clash of cultures, appears differently. 

The second type of translation is, in simple terms, text translation: the translation of 
Justine from English into Romanian. (Interestingly, The Alexandria Quartet was translated into 
Romanian by two different translators, equally well-reputed: Justine and Balthazar were 
translated by Catinca Ralea and published posthumously after her death in 1981, while 
Mountolive and Clea were translated by the late Antoaneta Ralian). This is the second attempt 
at mediation: the transfer of meaning from one language into another; in this case, the transfer 
of meaning between two very different languages and two very different cultures. How does 
one go about operating this very difficult transfer and at the same time manage to subtly convey 
the fallacies of the cultural translation in the original text? How do the different narratives 
translate into each other in the novels? Where does the dominant white expatriate meet the 
submissive Oriental, and how do the two cultures translate - or how are they translated? How 
are these patterns reflected in the translation itself, in the Romanian text and in the Romanian 
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culture, localised in a specific time-and-space framework? How do the stories translate and 
how are they translated? 

The debate in translation studies has been on-going since the emergence of this 
interdisciplinary field: the illustration of the saying that “translations are like women: the most 
beautiful ones are not always the most faithful”. Scholars have either argued that a translation 
should be beautiful, so oriented toward the target language, or, on the contrary, faithful, so 
oriented towards the initial text - until, more recently, new concepts have emerged, such as the 
falseness of these dichotomies, exposed by Mona Baker, for instance, or the translator’s 
invisibility, introduced by Lawrence Venuti. Moreover, Venuti speaks of two directions: on 
one hand, a domesticated translation, where the original text and the original language are 
assimilated to the extent to which the illusion is complete and the reader has the feeling they 
are reading an original text in their own language; on the other hand, a foreignised translation, 
where the target text and the target language accept the alterity of the original and manage to 
integrate it. With the translation of Durrell’s Justine into Romanian, there are different types 
of alterities to mediate: the alterity of the Oriental culture, the alterity of the English language 
and so on and so forth. 

We will focus the analysis on two fragments from Justine , which illustrate the 
assumptions made above and can perhaps provide some answers to our questions. The first 
fragment is a description of the city of Alexandria in the summertime: an explosion of the 
senses that builds an overall sense of decay and death, in a bitter awareness of the irredeemable 
gap between the two cultures. At the end of the fragment, Justine walks royally among the 
streets of Alexandria, a child of the city walking towards her lover in an attempt at bridging the 
gap. The second fragment is a piece of frozen narrative: Darley and Nessim (the lover and the 
husband) rush to rescue Justine from a derelict building which houses a brothel of child 
prostitutes. The two men are frozen on the spot, mesmerized for a second by the queer beauty 
of the scene they have just stolen upon, before they spring to action: a dozen very young girls 
in night gowns, dressed like adult women, in a squalid, half-lit room, a French sailor caught in 
the act and Justine in the centre, holding a bottle as an improvised weapon in one raised hand. 
The fragments are included in the Annex to this paper, in both languages. 

In the description of the city, a lot is lost in translation, perhaps because of the richness 
of the English vocabulary: it is sometimes difficult to identify any lexical equivalence, let alone 
a dynamic equivalence. Some examples: to keel over , which is not only a phrasal verb (so much 
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more appropriate in evoking a specific kind of movement), but also a nautical term (and 
Alexandria is first and foremost a port); a much more meaningful term than the Romanian term 
- a se prabuyi, which simply means to collapse, to fall down. Aghast, at the end of the fragment, 
leaves a more powerful sensory trail than the Romanian inspaimantat, which simply means 
frightened and fails to render the mixed sense of fear and awe; similarly, something is lost in 
translation through lexical equivalences such to incubate - a clocoti. Another loss stems from 
the translator’s choice to replace east and west with stanga §i dreapta (Peeling walls leaning 
drunkenly to east and west of their true centre of gravity. - Ziduri scorojite aplecate, ca chefliii, 
la dreapta sau la stanga fata de centrul lor de gravitafie.) Perhaps the choice makes the 
description flow more naturally in Romanian, but at the same time one of the basic binary 
oppositions operating in the novel at all levels is lost. The powerful auditory and visual image 
of some small delicately organised animal being disembowelled is again perhaps insufficiently 
rendered by the Romanian equivalent: dpetele unui animal mic §i delicatpe care l-ar injunghia 
cineva. Something more is lost in the modulation of tenses: the gerundial passive in English, 
which suggests the happening of things now, as we speak, under our own eyes, is more vivid 
than the distant conditional in Romanian. 

On the other hand, the fragment shows the skill of the translator in using adaptation so 
as to mediate between two different cultures and two different languages: for instance, booth 
is not exactly the same as maghernifa, but the Romanian equivalent is much more evocative 
for a Romanian reader and draws a picture of the city that is closer to the original description. 
Similarly, the water-bearing Saidi becomes sacagiul Saidi: this time, it is English which 
perhaps lacks the resources to directly connect a signifier to a signified. Since the British culture 
lacks the concept, the term does not exist. In this way, the Romanian culture, in its Eastern and 
Balkan variant, is closer to this stifling Arabic universe and has the linguistic means of 
expressing this closeness. 

The instances of transposition in the two versions of the text sometimes enrich the 
description, at other times, something again is lost in translation. It is as if parts of speech or 
sometimes only tenses were playing musical chairs: shuttered balconies swarming with rats - 
balcoane cu obloanele trase (here we see that over-translation is needed to compensate for the 
economy of English constructions, as compared to Romanian), unde miyunau §obolani\ 
peeling walls leaning drunkenly - ziduri scorojite aplecate, ca befivii - and the list could go 
on. Perhaps the description in English is more dynamic than the Romanian one, through its 
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extensive use of gerundial forms. On the other hand, the lexical equivalents show that cultural 
translation is more easily achieved between the local culture of the city itself and its depiction 
in Romanian. 

The second fragment chosen for analysis is a much more focused description of a 
particular scene, interrupting the narrative flow. It is just as much part of building the peculiar 
sense of otherness as the description of the city, and painstakingly attempts at bridging the two 
cultures. It brings together elements from both cultures in a swirl of grotesque imagery: Darley, 
the European, and Nessim, the Arab; Justine, the child of the city but an individual of 
ambiguous origin, stands in the middle, ready to spring into battle; the French sailor, 
paradoxically embodying the image of the primitive, the uncivilised, the animal (he is standing 
on flexed calves and his face is twisted in torment) and the young Arab prostitutes, whose 
innocence manages to break through their grotesque dress and make-up; the blue handprints, 
a testimonial of local superstitions, and the Victorian bibles, finally, the shrunk up child, whose 
death-like state makes her the ultimate victim of this uncivilised world. It is apparently a frozen, 
static scene, like a blueprint of a single moment in a dimly lit theatre play where all the actors 
wear grotesque masks, yet it somehow manages to poignantly convey the impression of 
movement, the tension of cultural translation, the clash between the two cultures. 

Here, the task of the translator is all the more difficult, as in the original every word 
seems to have been carefully chosen to fulfill a particular, well-designed purpose. Once more, 
the translation into Romanian makes use of similar strategies as in the previous fragment, 
mostly by means of transposition and compensation: The scene upon which we intruded was 
ferociously original - Scena pe care am surprins-o acolo fara sa Jim invitafi era orginiala §i 
mspaimantatoare. 

In some parts, the text is so powerful and so carefully knit together that the translator 
renders it in the target language in an almost literal reconstruction of the original: (...)the light, 
pushing up from the mud floor, touched out the eyebrows and lips and cheek-bones of the 
participants while it left great patches of shadow on their faces - so that they looked as if they 
had been half-eaten by the rats which one could hear scrambling among the rafters of this 
wretched tenement - lumina care (dptea dinspre podeaua de lut reliefa sprancenele, buzele §i 
pomefii celor prezenfi, lasandu-le in acelayi timp pete mari, intunecate pe fete, astfel incat 
aratau de pared ar fi fast pe jumatate mancafi de §obolanii pe care ii auzeai tarandu-se printre 
cdpriorii acelei cladiri de mizerie. Even the Romanian verbs manage to compensate for the 
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lack of phrasal verbs and the movement suggested by the English particles. The only notable 
exception here is tenement, which is in fact a particular type of rundown building in a poor area 
and therefore a hyponym of the Romanian equivalent cladire, hence some of the meaning is 
lost. However, in other parts of text, the translation leaves out elements of the imagery and in 
this way part of the meaning is lost: the most striking example is the arch bead fringe of the 
young prostitutes, which is translated as cu par zburlit - the meaning is distorted and leads to a 
completely different understanding from the original; the English phrase builds up the 
grotesqueness of the hideous costumes that the young girls are presumably forced to wear, 
whereas the Romanian equivalent creates an image of innocent childhood, in contrast to rest of 
the costume. In this particular instance, the translation betrays the original and creates a unit of 
meaning which in the original is to be found somewhere else. 

There are two more striking instances where the translation betrays the orginal, but in 
two different ways: in the first example, elements of the original text are translated literally, 
which leads to a loss of meaning for the Romanian reader: the Victorian penny bible, which an 
English reader cand immediately relate to, is rendered in Romanian as bibliile victoriene ieftine 
- a word for word translation which holds no connotative meaning to the Romanian reader. 
Secondly, and this is even more surprising, the phrase for a good half-second, at the end of the 
fragment, is translated as limp de mai bine de jumatate de minut. Idiomatically, a half-second 
is slightly more than just a half-second, it is a moment, but the Romanian phrase chooses a 
much longer time unit and therefore the meaning is once again distorted. 

Perhaps these two singular fragments are not enough evidence of how cultural 
translation works (or fails to work, in some cases) in the original, and of how the Romanian 
translator employs different strategies to mediate and bridge the gap between cultures and 
between texts. Oddly enough, the mediation between cultures works better in some instances 
in the Romanian translation, as in this case the reader may somehow feel closer to the Oriental 
world of Alexandria. But, most importantly, the analysed fragments show that the translator 
succeeds in bringing the original text to afterlife - which, according to Walter Benjamin’s 
seminal essay on the topic, is what the task of the translator ultimately is. 
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Annex 

Strazi care se departeaza, in goana, de docuri, cu ingramadeala lor de case zdrcnt,uitc §i 
putrede, suflandu-§i una alteia in obraz §i pravalindu-se pe nea§teptate. Balcoane cu obloanele 
trase, unde mi§unau §obolani si femei batrane, cu parul plin de sangele capu§elor. Ziduri 
scorojite aplecate, ca chefliii, la dreapta sau la stanga fa^a de centred lor de gravitatje. Roiuri 
negre de mu§te care se lipesc de ochii si de buzele copiilor - peste tot numai margelele umede 
ale mustclor de vara, greutatea trupurilor lor facand sa se desprinda brusc hartiile vechi §i 
lipicioase atarnate de u§ile violete ale cafenelelor sau maghernitclor. Mirosul berberilor cu 
felele inspumate de sudoare, ca mirosul unui covor in descompunere a§ezat pe o scara. §i pe 
urma, zgomotele strazii: strigatele sacagiului Saidi si zanganitul canilor de tabla pe care le 
loveste una de alta in chip de reclama, tipctcle pe care nu le ia nimeni in seama si care strapung 
din cand in cand invalmascala - ca tipctcle unui animal mic si delicat pe care 1-ar injunghia 
cineva. Ranile ca ni§te balfi unde clocote§te o mizerie omeneasca de asemenea proportii ca te 
simji inspaimantat si toate sentimentele tale umane se revarsa, transformandu-se in sila si 
spaima. As li vrut sa pot imita calmul §i siguranta cu care isi croia Justine drum prin aceste 
strazi aglomerate catre cafeneau El Bab, unde o asteptam eu. (p. 54) 

Streets that run back from the docks with their tattered rotten supercargo of houses, 
breathing into each others’ mouths, keeling over. Shuttered balconies swarming with rats, and 
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old women whose hair is full of the blood of ticks. Peeling walls leaning drunkenly to east and 
west of their true centre of gravity. The black ribbon of flies attaching itself to the lips and eyes 
of the children - the moist beads of summer flies everywhere; the very weight of their bodies 
snapping off ancient flypapers hanging in the violet doors of booths and cafes. The smell of 
the sweatlathered Berberinis, like that of some decomposing stair-carpet. And then the street 
noises: shriek and clang of the water-bearing Saidi, clashing his metal cups together as an 
advertisement, the unheedeed shrieks which pierce the hubbub from time to time, as of some 
small delicately-organized animal being disembowelled. The sores like ponds - the incubation 
of a human misery of such proportions that one is aghast, and all one’s feelings overflow into 
disgust and terror. I wished I could imitate the self-confident directness with which Justine 
threaded her way through these streets towards the cafe where I waited for her: El Bab. (p. 24) 

Scena pe care am surprins-o acolo fara sa fim invitap era originala §i inspaimantatoare, 
daca nu din alt motiv, macar pentru ca lumina care |a§nea dinspre podeaua de lut reliefa 
sprancenele, buzele si pomctii celor prezenti, lasandu-le in acela§i timp pete mari, intunecate 
pe fe|e, astfel meat aratau de parca ar fi fost pe jumatate mancap de sobolanii pe care ii auzeai 
tarandu-se printre capriorii acelei cladiri de mizerie. Era o casa cu prostituate-copii, §i acolo, 
in intuneric, imbracate in cama§i de noapte grote§ti §i biblice, cu buzele fardate, cu franjuri 
provocatoare, din margele, si cu inele de doi bani, stateau vreo douasprezece fetije cu parul 
zburlit, care nu pareau sa aiba mai mult de zece ani: nevinovapa copilariei ce stralucea sub 
costumul lor de bal mascat alcatuia un contrast izbitor cu figura marinarului francez, adult §i 
primitiv, aflat in mijlocul incaperii, ghemuit pe vine, cu fa(a pustiita §i chinuita, lungind gatul 
ca sa se intoarca inspre Justine, careia nu-i vedeam decat jumatate de pro 111. (...) Pe o canapea 
putrezita, intr-un colt al camerei, luminata halucinant de umbra fierbintc reflectata pe percti, 
zacea, ingrozitor de chircita, intr-o atitudine care sugera moartea, una dintre fetije, imbracata 
in cama§a de noapte. Peretele de deasupra canapelei era acoperit de amprentele albastre ale 
unor maini juvenile - un talisman care in aceasta parte a lumii paze§te casa de deochi. Era 
singurul element decorativ din camera si, de fapt, un element obisnuit in intregul cartier arab 
al orasului. 

Nessim §i cu mine am ramas timp de mai bine de jumatate de minut pironip locului, 
uimip de scena care avea un fel de frumuseje inspaimantatoare, ca gravurile acelea colorate §i 
hidoase din bibliile victoriene ieftine, al caror subiect ar fi fost oarecum denaturat si deplasat. 

(p. 81) 
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The scene upon which we intruded was ferociously original, if for no other reason than 
that the light, pushing up from the mud floor, touched out the eyebrows and lips and cheek¬ 
bones of the participants while it left great patches of shadow on their faces - so that they looked 
as if they had been half-eaten by the rats which one could hear scrambling among the rafters 
of this wretched tenement. It was a house of child prostitutes, and there in the dimness, clad in 
ludicrous biblical night-shirts, with rouged lips, arch bead fringes and cheap rings, stood a 
dozen fuzzy-haired girls who could not have been much above ten years of age; the peculiar 
innocence of childhood which shone out from under the fancy-dress was in startling contrast 
to the barbaric adult figure of the French sailor who stood in the centre of the room on flexed 
calves, his ravaged and tormented face thrust out from the neck towards Justine who stood with 
her half-profile turned towards us. (...) On a rotting sofa in one comer of the room, 
magnetically lit by the warm shadow reflected from the walls, lay one of the children horribly 
shrunk up in its nightshirt in an attitude which suggested death. The wall above the sofa was 
covered in the blue imprints of juvenile hands - the talisman which in this part of the world 
guards a house against the evil eye. It was the only decoration in the room; indeed the 
commonest decoration of the whole Arab quarter of the city. 

We stood there, Nessim and I, for a good half-second, astonished by the scene which 
had a sort of horrifying beauty — like some hideous coloured engraving for a Victorian penny 
bible, say, whose subject matter had somehow become distorted and displaced, (p. 45) 
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MILLENARIANISM AND LIMINALITY IN ANDREI CODRESCU’S MESSI@H 


Mihai Ion 

Assist. Prof., PhD, ’’Transilvania” University of Brasov 


Abstract: The analytical approach—initiated with the study “Hybrid Identity and Liminal Elements in 
the Biography and Work of Andrei Codrescu” and then developed in “Libertinism as Liminal 
Experience in the Novel Casanova in Bohemia by Andrei Codrescu’’ (both studies having been 
presented at the previous editions of the International Conference on “Literature, Discourse and 
Multicultural Dialogue”)—is further extended in the present paper. The novel Messi@h—whose plot 
is set at the threshold between the former and current millenniums (a liminal time by its transient 
nature), in a camivalesque setting of disguise and identitary uncertainty, with a heroine of hybrid 
nature in terms of gender and race — enriches, through these examples and many more, the inventory 
of liminal elemen ts that occur in the fiction of the Romanian-American writer Andrei Codrescu. 

Keywords: millenarianism, messianism, exile, liminality, identitary “masks ”. 


Societa^ile umane - de la formele incipiente ale comunitatilor primitive la complexele 
structuri socio-politice actuale - au fost, sunt §i vor fi bantuite in egala masura de obsesia 
ineluctabila a cxtincpei lumii, obsesie amplificata paroxistic la finele fiecarui secol ori mileniu. 

in ultimii ani, tot mai multe scenarii „preapocaliptice“ au alimentat angoasele sfarsitului 
lumii, precum explozia demografica, experimented genetice, diminuarea stratului de ozon, 
efectul de sera, amcnin(arca unei con (lagratii nucleare, proliferarea terorismului, exploziile 
solare ori scaden|a eshatologica a planetei previzionata de stravechiul calendar maya§. Toate 
aceste simptome ale declinului sunt specifice unei etape liminale, de trecere a lumii intr-o noua 
paradigma culturala. 

In celebra sa lucrare, Nostalgia originilor, Mircea Eliade semnala atracpa inerenta 
naturii umane spre mesianism 1 si observa sporirea interesului cercetatorilor pentru studiul 
mi§carilor milenariste 2 §i al utopiilor: 


1 „Credin(a intr-un mantuitor divin al lumii care apare in dogmele mozaice §i creatine" (www.dexonline.ro). 

2 „Credin(a mistica intr-o «impara(ie de o mie de ani a lui Dumnezeu» pe pamant, asociata uneori cu idei 
egalitarist-utopice“ (www.dexonline.ro). 
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„In ultimii zece ani a crescut considerabil numarul lucrarilor despre diversele 
milenarisme §i diferitele fonne de utopie. Acest lucru este valabil nu numai cu privire la studiile 
asupra miscarilor mesianice si profetice primitive intre care cele mai renumite sunt cele 
cunoscute sub numele de «cargo cults» -, ci si in legatura cu cercetarea mesianismelor de 
origine iudeo-cre§tina, de la inceputul erei noastre pana la Rena§tere §i la Reforma, precum §i 
despre lucrarile tratand despre implicatiilc religioase ale descoperirilor geogralicc §i ale 
colonizarii, in principal colonizarea celor doua Americi“ 3 . 

Milenarismul combina nostalgia Varstei de aur a umanitapi cu utopia construcpci unei 
lumi superioare. Ca atare, orice proiect milenarist presupune restaurarea lumii in puritatea §i 
armonia sa originara, dupa tiparul edenic. Pentru reactualizarea inceputurilor este nevoie, insa, 
de activism, implicare, impuls anarhic: „Paradisiac §i utopie totodata - mai curand paradisiac 
in intentiile sale §i mai curand utopie in materializarile sale -, milenarismul se caracterizeaza 
de asemenea si mai ales prin spiritul sau rcvoluponar. El nu se multumc^tc sa viseze la o varsta 
de aur perimata sau la o oarecare vaga utopie, ci isi propune pur §i simplu sa sparga lumea asa 
cum este ea §i sa anihileze istoria“ 4 . 

Este ceea ce fac coloni§tii, in demersul lor de renovare a vechii lumi din care provin. 
Mircea Eliade identified in dinamica „eshatologiei milenariste a pionierilor Americii“ 5 motorul 
care a suspnut procesul de cucerire si transformare a Lumii Noi. Astfel, primii exploratori au 
pomit in cautarea Paradisului terestru de peste Ocean cu sentimentul indeplinirii unui rol 
crucial in istoria mantuirii. Odata colonizat, teritoriul Americii „a devenit locul privilegiat unde 
puritanii trebuiau sa desavarscasca Reforma, considerata e§uata in Europa“ 6 . Atlanticul a ajuns 
sa separe o lume noua, paradisiaca, a omului „adamic“, de o straveche Europa infemala, poluata 
moral de luxul si viciul aristocrapci. 

intr-un arc peste timp, romanul Mesi@ (publicat in limba engleza in 1999) ne propune 
un amplu scenariu milenarist, revizuit si adus la zi. Cartea este un savuros inventar parodic al 
tuturor angoaselor, bizareriilor §i extazelor care inso^esc sfarsitul celui de-al doilea mileniu. 
„Firele“ epice se impletesc intr-o naratiunc complexa si ciudata, transgresand freevent granitele 


3 Mircea Eliade, „Paradis §i utopie: geografie mitica §i eshatologie“, in Nostalgia originilor, trad, de Cezar Baltag, 
Editura Humanitas, Bucure^ti, 1994, p. 141. 

4 Lucian Boia, Pentru o istorie a imaginarului, trad, din franceza de Tatiana Mochi, Editura Elumanitas, Bucure^ti, 
2000, p. 154. 

5 Mircea Eliade, op. cit., p. 157. 

6 Ibidem. 
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realului si „colcaind“ de personaje diverse - deopotriva camale §i digitale - angrenate fie in 
distrugerea lumii, fie in salvarea ei de la cxtincpe. 

Dupa cum sesiza Andreea Deciu intr-o recenzie, romanul lui Codrescu „este o colcctic, 
sau chiar un fel de muzeu narativ al secolului XX, pentru ca in el se rcgascstc un inventar 
uluitor de rctctc literare, de personaje, tehnici, stiluri, intrigi, estetici“ 7 puse la dispozipc 
cititorului, in spirit postmodern. Vorbind apoi despre strategiile autorului in structurarea 
materialului epic, Andreea Deciu remarca faptul ca acesta „construie§te un csafodaj narativ 
aparent complicat, apeland la strategiile deja «clasice» ale vremii noastre, din care lipse§te, in 
mod fericit as spune, doar a§a numita autorcfcrcnpalitatc. Povestea se spune de la sine, fara 
intruziunile unui autor pus pe marturisiri personale, sau dornic sa participe la viaja propriilor 
personaje“ 8 . 

Romanul Mesi@ reu§e§te sa surprinda in tu§e burle§ti portretul unei Americi sufocate 
de toate stereotipiile ei, ce sta „sub un inedit semn al turnului Babel“ 9 , cu o spiritualitate 
secatuita §i segregate in tot soilul de fact) uni religioase, de la Corul Ingerilor Dintai §i 
campaniile de teleevanghelizare ale venalului reverend Mullin la secta de motociclisti care 
venereaza Rastignirea lui Iisus prin complicate ritualuri de body-piercing, ori grupul de „tineri 
plini de tatuaje §i cercei, pe care Times-Picayune li numea «Oamenii intunericului», dar pe care 
toata lumea ii §tia drept Umbrele“ 10 . Codrescu ne prezinta o lume de film, construita din 
„prefabricate“ Hollywood- iene, dupa tiparul maniheist al luptei Binelui cu Raul. De altfel, 
analizand cartea, Iulian Baicu§ observa inlluentcle de tip pulp fiction §i comics (benzi desenate) 
prezente in acest roman: „Cititorul atent va regasi in figura reverendului Mullin trasaturile 
eroilor negativi din seria ncsfarsita a superproductiilor hollywoodiene Batman .p'Robin a anilor 
’90, va depista influentclc policier-urilor sangeroase, dar totodata va simp acel efect de ecou 
controlat adaugat de parodia intotdeauna bine temperata“ n . 

in central carpi se afla figurile a doua eroine, fiecare cu propria ei poveste. Felicity Le 
Jeune este o creola orfana din New Orleans, crescuta de bunica sa nonagenara, pe care 
teleevanghelistului Mullin o convinge sa-i cedeze, pe patul de moarte, un bilet castigator la 


7 Andreea Deciu, „Milenarisme“, in Romania literara , nr. 35, 1-7 sept. 1999, articol disponibil la adresa web: 
http://www.romlit.ro/milenarisme. 

8 Ibidem. 

9 Rodica Grigore, „lntre Mesia §i §eherezada sau De la Lumea Noua la Lumea Veche §i inapoi“, recenzie 
disponibila la adresa web: http://rodicagrigore.blogspot.ro/2010/05/andrei-codrescu-mesi.html. 

10 Andrei Codrescu, Mesi@, trad, din limba engleza §i note de loana Avadani, Editura Polirom, lap, 2006, p. 25. 

11 Iulian Baicus. ,,Andrei Codrescu, digitally yours“, in Observator cultural , nr. 21, iulie 2000, disponibil la: 
http://www.observatorcultural.ro/Andrei-Codrescu-digitally-yours*articleID_5704-articles_details.html. 
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loterie in valoare de doua milioane de dolari, in schimbul iertarii pacatelor. Cealalta 
protagonista, Andrea Isbik, orfana §i ea, este o tanara bosniaca din Sarajevo, care a cunoscut 
toate supliciile razboiului iugoslav inainte sa ajunga la manastirea Sfanta Hildegard din 
Ierusalim. A§a cum noteaza Andreea Deciu, „coordonatele spapale ale narapunii sunt doar 
aparent mai precise decat cele temporale, de fapt circumscriu un univers vast, simbolic, 
concentrat in New Orleans §i in Ierusalim, unde se afla Andrea. Atat New Orleans, cat si 
Ierusalim sunt toposuri ale diversitapi tensionate, aici istoria e alcatuita din straturi-straturi, 
fiecare suprapunandu-se peste un altul, amen inland sa il inghita si sa ll uzurpe“ 12 . 

intr-adevar, New Orleans este un omphalos camavalesc, o lume a mastii, dedublarii §i 
disimularii, a tensiunii identitare care se reflecta, de altfel, in hibriditatea (§i, implicit, 
liminalitatea ) eroinei in termeni de gen si rasa: ea este deopotriva barbat si femeie (lesbiana), 
alba §i neagra (creola). in plus, Felicity se afla intr-o permanenta negociere a propriei identitap, 
prin repetatele ei evaziuni in cibcrspapu (zona liminala, de „prag“ intre materie si spirit) si 
selectarea unuia dintre avatarii sai preferap, - Fecioara Maria, §eherezada sau Jeanne 
d’Orleans -, in timp ce partenerii sai virtuali sunt cand prima femeie pilot, Amelia Earhart, 
cand poetul latin exilat, Ovidiu. in lumea ciberidentitapi, Felicity poate imprumuta diferite 
ma§ti sociale in forma unor celebre figuri istorice - o metafora a felului in care sinele nostra se 
constraie§te in raport cu noi inline §i cu ceilalp. De altfel, jocul de masti al eroinei este proiecpa 
in spapul ficponal a insasi biografiei autoralui, care gasea delicii intelectuale in jonglatul cu 
identitap auctoriale. 

in esenja, materia epica a romanului este imparpta in doua planuri narative 
intrepatranse, fiecare urmarind evolupa separata a unei eroine pana in punctul intalnirii lor, 
intr-un New Orleans de proporpi cosmice. 

in calitatea ei de detectiv particular, Felicity este angajata de unchiul sau excentric, 
maiorul Notz, pentru a rezolva disparipa misterioasa a tinerei actrpe Kashmir Birani, 
prezentatoarea variantei indiene a emisiunii Roata norocului, despre care se crede ea poate fi 
salvatoarea omenirii, aflate in pragul colapsului la sfarpt de mileniu. Pornita pe urmele femeii 
disparate, Felicity ajunge in final, dupa tot felul de tribulapi, sa-si descopere sinele si propria 
natura mesianica. Nu intamplator, avataral sub care patrande de multe ori in lumea virtuala se 
numeric „Mesia“. Privind lumea cu mefienja, fiind dezamagita de toate coordonatele biografiei 
sale: singuratatea la care a ajuns inurma disparipci parinplor, a bunicii ratacite in secta baptista, 


12 Andreea Deciu, „Milenarisme“, in rev. cit. 
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a prietenului mort in urma unei supradoze de heroina, lipsa implinirii sexuale („Spune-i lui 
Dumnezeu, §opti ea, sa-mi daruiasca si mie un orgasm“ - i se adreseaza bunicii pe patul morpi), 
faptul ca raposata Grandmere s-a lasat cu naivitate insclata de diabolicul reverend Jeremy 
„Elvis“ Mullin, lipsind-o pe nepoata sa de §ansa unei victi materiale confortabile - toate acestea 
fac din Felicity un personaj tragic, in ciuda semnificapei tonice a onomasticii sale („fericire“). 
Protagonista „spera in salvarea omenirii, ca ultima nadejde ca in felul acesta i§i va gasi propria 
ei salvare. O solute cam ciudata de mantuire de sine, dar cu atat mai impresionanta, caci 
dincolo de tot umorul si parodicul romanului, Felicity are un distinct aer tragic“ 13 . 
Evenimentele cruciale din viapi ei au lasat un trup golit pe jumatate, dupa cum resimte §i 
marturiscstc insa§i eroina, in dialogurile purtate cu unchiul sau. 

Fa celalalt capat al lumii si al carpi se afla Andrea, eroina complementary, §i ea un 
simbol al complexitapi §i instabilitapi naturii umane in contextul panicii generalizate §i al 
fervorii milenariste de la sfarsitul secolului. Ajunsa la Ierusalim in circumstance mai degraba 
ezoterice, ea va locui o vreme intre zidurile manastirii de rit catolic Sfanta Hildegard (un spatiu 
liminal, de confluenta si amalgamare a unor diverse doctrine religioase, unde se reunesc liderii 
spirituali ai lumii in incercarea de a hotari soarta omenirii, prin invocarea marilor Minti 
Fuminate ale istoriei). Andrea este o adolescenta foarte inteligenta, avand o uimitoare inclinape 
pentru limbi straine si filozofie, dar §i o persoana extrem de carismatica, Find capabila de a 
vraji, prin magnetismul ei straniu, orice muritor, de la grupul de in(elep(i gazcluip de 
asczamantul maicutclor ursuline la intreaga populatic a Israelului (prin intermediul versiunii 
locale a celebrului spectacol de televiziune, Roata norocului). Este evident harul profetic cu 
care eroina e inzestrata, insa doar intalnirea din final cu Felicity, jumatatea sa, va realiza pe 
deplin natura mesianica a personajelor. Facand o paralela intre cele doua planuri narative 
intrepatrunse, Andreea Deciu noteaza: 

„Capitolele despre Andrea sunt profund diferite de cele avand-o in centru pe Felicity: 
umorul lui Codrescu e mai subtil §i mai liccnpos, tocmai pentru ca e aparent cenzurat. Doua 
calugarpe ardelence, Rodica si Maria, sunt personaje importante in intriga desfa§urata la 
manastire, prin felul in care cele doua femei simple §i frenetic increzatoare in Dumnezeu devin 
un fel de ecou al intamplarilor, reverberand semnifica|iile, dar totodata amplificand, nuantand, 
sau dimpotriva, injelegand gresit si astfel parodiind implicit evenimentele“ 14 . 


13 Ibidem. 

14 Ibidem. 
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La polul opus al ecuapei narative de tip maniheist se afla principiul Raului, ilustrat 
admirabil de figura malefica a reverendului Mullin. Pomit in recrutarea de suflete cu aceea§i 
aviditate maligna cu care a acumulat o avere frumoasa, teleevanghelistul o va hipnotiza si rapi 
pe eroina, in incercarea de a neutraliza acpunile acesteia de recuperare a sumei de bani pe care 
predicatorul i-o datoreaza: „Atingerea sa fu mai u§oara decat ar (i vrut; se lasa pe mana lui 
Mullin ca un fluture. §i atunci el facu ceva inca §i mai uimitor: i§i strecura brafid in jurul taliei 
ei. Mintea ei, luata prin surprindere, striga un avertisment, dar era prea tarziu. Orice fir de 
gandire se scursese din ea“ 15 . In aceasta stare abulica, Felicity este „inscrisa“ la Scoala pentru 
Dezvoltare Mesianica patronata de pastor, prin care acesta intcntioncaza sa instruiasca viitorii 
agen^i ai apropiatului Armaghedon: „§coala pentru Dezvoltare Mesianica are drept scop sa 
aduca la maturitate potcntialul mesianic pe care il avcp fiecare. [...] Pe masura ce va vcp 
dezbraca, incetul cu incetul, de eurile voastre fizice §i de amintirile voastre pamante§ti, vcti 
descoperi stralucirea adevarului“ 16 - peroreaza unul dintre instructorii §colii, descriind extrem 
de plastic stadiul liminal al initierii novicelui prin abolirea vechilor determinari existentiale. 
Dupa ce este scoasa din starea de „fericire involuntara“ de catre incarnarea spiritului lui Nikola 
Tesla, eroina ajunge intr-un bar de striptease sub numele de scena „§eherezada“, unde o 
intalncste pe Andrea, dublul sau, „impreuna alcatuind insa§i cscn^a animei, a fcminitapi 
consistente“ 17 . in final, dupa previzibila starpire a Raului, lumea veche este cuprinsa de euforia 
liminala a camavalului Mardi Gras, un timp interstitial al suprimarii ordinii curente, al 
destructurarii, ce face trecerea spre o noua structura: o lume a calatoriilor in cibcrspapu, 
intermediate de simbolicul New Jerusalem Cafe - localul proaspat in bin tat al celor doua 
protagoniste. Vorbind despre atuurile acestei carfi, Andreea Deciu remarca: 

„Ce mi se pare cu adevarat surprinzator §i extrem de interesant la romanul lui Andrei 
Codrescu este faptul ca poate avea atat de multa substan^a filozofica in plina dcsfasurarc 
parodica. [...] Insa ca orice parodie inteligenta, Messi@h lui Codrescu e doar partial ironica: la 
un anumit nivel al textului, intrebarile rostite, despre identitate, istorie, rase, singuratate si chiar 
mantuire, astcapta cu adevarat un raspuns“ 18 . 


15 Andrei Codrescu, op. cit., p. 270. 

16 Ibidem , p. 339. 

17 Ruxandra Cesereanu, „One man show: Andrei Codrescu' 1 , in Steaua. nr. 1-2, 2007. 

18 Andreea Deciu, „Milenarisme“, in rev. cit. 
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intr-adevar, cartea combina exemplar elementele ludice cu inserpile lllozollcc, intr-un 
text in care parodia este doar o masca in marele carnaval al salvarii. Ultima solute a mantuirii 
pare sa fie cea oferita de Ruxandra Cesereanu, meditand pe marginea acestui mare roman: 

.Mesia este un text de cxccptic care, daca ar fi publicat si in alte limbi decat cea engleza 
si romana, sunt convinsa ca ar face cariera planetara. Nu in ultimul rand trebuie precizat ca este 
vorba despre o carte a pove§tilor, cu §i despre pove§ti, unde toata lumea nareaza §i epicizeaza, 
scornestc si inventeaza pove§ti. §i, de fapt, morala aceasta §i este: ca lumea poate fi salvata 
doar astfel, prin pove§ti!“ 19 . 
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Abstract: The defining of the national character seems to have a very tortuous route, between its 
autarkic, isolationist, rigid valorisation and its symphonic, tolerant and wise size. The obsession about 
the "national character" and about the "formula" of the Romanian soul, since the beginning of assuming 
cultural interaction, is a natural attempt of self-definition and self-legitimation. The risk of labeling is 
to distort rather than define precisely, and a skillful rhetoric can turn at any white black and black 
white. The fact is that the founding momen ts of the European idea in Romanian culture, before World 
War II, are “The Transilvanian School, the movement of 1848, The Titu Maiorescu moment, and, 
insofar most striking, the moment ofE. Lovinescu and his theory about synchronism. Postwar Romanian 
literature involves another step, which has its own astral times, in the extent to which isolation from 
Western culture was not only frustrating, but flashing. 

Key words: national specific, Europeanism, literature, culture, socialist realism 

Un aspect nu mai pul,in important al cvolupci in timp a ideii de Europa in cultura 
romaneasca este cea a "specificului national", §i felul in care acesta, dupa cum a fost interpretat, 
a avut tcndinta de a se deschide spre ideea europeana sau, din contra, de a obtura calea spre 
deschidere. Oricum, definirea specificului national pare sa fi avut un traseu extrem de sinuos, 
intre valorizarea sa autarhica, izolaponista, rigida si dimensiunea sa simfonica, toleranta §i 
intclcapta. Obsesia "specificul national" si a "fonnulei" sufletului romanesc, inca de la 
inceputul asumarii interact) unii culturale, reprezinta o fireasca incercare de autodefinire si 
legitimare de sine. Intr-un comentariu la cea de-a doua cditie a bro§urii lui Constantin Noica 
(Pagini despre sufletul romanesc, Edit) a a Il-a, Editura Humanitas, 2000) privind "sufletul 
romanesc" 1 , Zigu Omea reitereaza cateva dileme ce cunosc o freatica abundenta in cultura 
romaneasca. Rezumand succint cariera ideii de "suflet romanesc" de la Garabet Ibraileanu la 
Nicolae Manolescu, criticul se intreaba, in final, daca se poate pune temei pe trasaturile 


1 Zigu Omea, Formula sufleteasca a romanului, in Romania literara, nr. 1 / 10-16 ianuarie 2001, p. 9. 
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"distinctive" decelate de antecesori, daca ele pot exista cu adevarat in masura in care "sufletul" 
unui popor se modified paralel §i fidel cu istoria sa, ce nu sta - nici ea - in loc. Sa fixezi ni§te 
parametri inchizitoriali pentru a prinde fotografic miscarca ebulescenta a mcntalitatilor e ca §i 
cum ai face portretul robot al poporului, cat se poate de schematic, asemanarea intre adevaratul 
lui profit - in nesfar§ita devenire - si imaginea lui impietrita e cel pul,in discutabila, daca nu 
profund neadevarata. E ca o poza de tinerete ce conserva, cu indaratnicie, o imagine demult 
depasita. Bun cunoscator al fierberii de idei din cadrul peisajului cultural romanesc, autorul 
articolului mai sus amintit face o succinta trecere in revista (mult mai ampla in lucrarea sa 
Traditionalism §i modernitate in deceniul al treilea ) - cu pasi mari - a dezbaterii consacrate 
"specificului national", nevoii de definire a "sufletului romanesc", conflictul europeism vs. 
traditionalism, teme ce au consumat multa cerneala la vremea potrivita. Incepand cu 
"barbatescul" gest al lui Garabet Ibraileanu de a proclama "sfar§itul poporanismului, datorita 
implinirii marilor reforme postbelice, dar arata ca din toate cate a alirmat din 1906 incoace a 
ramas in picioare doar conceptul specificului national, pe care continua sa-1 apere" 2 , trecand 
prin opiniile sensibil diferenfiate ale lui Mihai Ralea, din substantiate studii consacrate, tot in 
Viafa Romaneasca, temei in cauza ( Etic §i estetic, Fenomenul romanesc ), traversand 
contributiile lui Nichifor Crainic, Nicolae Iorga, Nae Ionescu, Camil Petrescu, Lucian Blaga, 
Mircea Eliade, Emil Cioran, Mircea Vulcanescu, P.P. Negulescu, Eugen Lovinescu, §tefan 
Zeletin, Nicolae Steinhardt §i, in sfar§it, Noica, distinsul istoric literar reanima plaja de discutii, 
dar dintr-o perspective mai proaspata. Primcnestc, de fapt, problemaizand, leit-motivul cultural 
al "sufletului romanesc", aducandu-1, consideram, intr-o lumina mai justa. Reluand, in 
diacronie, componentele presupuse a reprezenta marci ale "formulei suflete§ti a romanului" 
(adaptabilitate, inteligenta, inaderenta la misticism si nebulozitate abstracts, simt al relativului, 
luciditate, spirit critic, scepticism, putere de observatie, perceptie iute, lipsa de imaginatie si 
viata interioara, cf. M. Ralea; ortodoxism emblematizant, N. Crainic; individualitatea 
creatoare, Camil Petrescu; resemnarea fatalista, Lucian Blaga; impacarea, trasatura deceletata 
deopotriva de Constantin Noica §i Nicolae Manolescu, bineinleles in cheie diferita, cel din 
urma caragializand), autorul rediscuta justetea unei astfel de "incremeniri in proiect" si se 
intreaba legitim "daca se poate vorbi de determinarea unei astfel de formule suflctcsti specifice. 
Daca admitem ca exista, ea trebuie sa fie anistorica, egala cu sine de-a lungul timpului. Dar se 


2 Ibidem. 
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poate admite, in spapul uman (ca si in celelalte), o ie§ire totala din istorie, incat sa poata fi 
deosebita o formula sufleteasca a unui popor (...) egala cu sine in toata istoria ei 
multimilenara?" 3 . Fire§te, daca luam la bani marunti doar profilul incropit de unul din cei mai 
probi portreti§ti de suflet romanesc (M. Ralea), nu putine sunt aproximarile, de nu chiar 
csccurile caracterologice. Extrem de delicata si de reductiva pare problema "inadercntci la 
misticism", apoi, luciditatea sau spiritul critic, in alte caracterizari ale sufletului romanesc apar 
cu semn minus. §i daca se poate spune ca, intr-adevar, scepticismul nu ne Upscale, el poate fi 
si contraproductiv, paralizant, tocmai prin surplus de "imagina(ie si via(a interioara". Lucrurile 
pot fi intoarse, in fiecare moment, in func(ic de prcdispozi(ia teoretica a caracterizatorului, sa 
fie privite pe fa(a, dar si pe revers. Si par la fel de plauzibile. lata, a§adar, cat de relative pot 
deveni nistc categorii considerate, la vremea respective, casant definitorii. Se poate glosa la 
infinit pe oricare din ele, dar Zigu Omea, pe buna dreptate, se intreaba azi, mai sunt ele 
opcraponale? Nu participa ele oare la un soi de mitologizare, de cosmetizare sau, dimpotriva, 
de discreditare, a unor caracteristici, a unor "constante" aflate, totu§i, in vie §i perpetua ebulitic, 
indiferent daca in- sau evolutiva, dar in perpetua mi scare? Riscul etichetarilor este de a 
distorsiona mai degraba, decat de a defini cu precizie, iar o retorica dibace poate transforma 
oricand albul in negru si negrul in alb. Cert este insa ca momentele fondatoare ale ideii 
europene, in cultura romana, dinainte de al doilea razboi mondial, sunt Scoala Ardeleana, 
pa§optismul, junimismul maiorescian si, in masura cea mai vertiginoasa, sincronismul 
lovinescian. Literatura romana postbelica presupune o alta etapa, ce-§i are, §i ea, momentele 
sale astrale, in masura in care izolarea fa|a de cultura occidentals n-a fost decat frustrant- 
intermitenta. 

Realismul socialist intre europeism §i dogma 

Literatura romana postbelica pare sa reprezinte o ruptura in cadcnta contrapunctului 
europeism-traditionalism. intai de toate, trebuie sa precizam ca nu exista simetrie in baleiajul 
culturii romane intre progresism §i rcactionarism. Modelul junimist este, poate, cel mai 
ilustrativ. §i anume, acela al inovapci in traditic. Niciodata, decat poate in ipostazele sale 
extreme (v. avangardismul sau samanatorismul), paradigma culturala nu s-a in fab sat in forme 
pure. Imbricarea fondului cu forma a reprezentat mai intotdeauna respiratia somatica a culturii 


3 Ibidem. 
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romane. De aceea, nici macar paranteza comunista n-a reprezentat decat o ipostaza alambicata 
a aceleia§i prcdispozipi mcllentc a schimbului cultural, cu accent pe imprumut. Chiar si 
“obsedantul deceniu”, impropriu numit “proletcultism”, definit de Sanda Cordo§, pe buna 
dreptate “jdanovism” (termen descinzand din coordonatele impuse, prin discursul sau, de 
Jdanov, la 17 august 1934, la Primul Congres al Uniunii Scriitorilor Sovietici), este rezultatul 
unui schimb cultural intortochiat. Dupa cum, cu extrema precizie, circumscrie ideea de 
proletcultism in opozipc cu “jdanovismul”, tanara cercetatoare atrage atentia asupra faptului 
ca Proletcultul reprezinta un fenomen literar episodic in Rusia sovietica, devenit, in timp, o 
forma de disiderpa culturala, dezavuata chiar de ideologi: “...Lenin nu e dispus sa crediteze 
nici Proletcultul, organizapc culturala extrem de activa care i§i propune explicit sa promoveze 
o cultura a proletariatului rcvoluponar prin confcrintc, centre si ateliere artistice. Neintelcgcrilc 
ideologice dintre Lenin §i A. A. Bogdanov, doctrinarul Proletcultului, dateaza din 1909 cand 
Lenin il acuza pe Bogdanov ca sub denumirea de «cultura proletara» promoveaza conceptii 
reacjionare” 4 

Daca urmarim radacinile avangardiste, cu puncte de iradiere in Elvcpa, Franca sau 
Italia, ale poeticii realist-socialiste, descoperim un paradox: acela ca nici macar “jdanovismul” 
impus de la Moscova nu este un fenomen spontaneu §i nu e nici pe departe un tipar inaugural, 
o enclava culturala. Paradoxal, “jdanovismul” romanesc isi trage seva din avangarda 
europeana. Spre deosebire de alte infiltrari europene, acesta este o forma de europeism impus. 
O sincronizare forjata. Cat de fertila a fost ea pentru cvolupa culturii romane§ti, se §tie: un 
raptus estetic, o sicitate a expresivitajii in plan literar. Pe de alta parte, o consecinja nefasta a 
acestei “sincronii” a fost instaurarea unei relatii de subordonare brutala a scriitorului fa|a de 
puterea politica, acesta trezindu-se intr-o crunta vasalitate fata de dogma. Gustul estetic si 
libertatea interioara se resorb in structurile rigide ale unei poetici simpliste, rudimentare, 
schematice. 

in freatica sa insa, fenomenul este infinit mai complicat. Ideea de “criza a culturii”, pe 
care, cu sagacitate, tot Sanda Cordos o dcfincstc, reprezinta, de fapt, o “tema occidentala” pe 
care, la o prima vedere, “cultura Europei rasaritene nu se arata, in general, preocupata sa §i-o 
insu§easca”, dar, precizeaza autoarea, “aceasta nu trebuie sa ne indemne sa credem ca Estul ar 
fi reprezentat, la raspantia dintre veacuri ori in deceniile ce vor urma, obrazul vesel al Europei 


4 Sanda Cordon, Literatura intre revolufie $i reac(iune. Problema crizei in literatim romana ?i rusa a secolului 
XX, Iiditia a Il-a adaugita, Biblioteca Apostrof, Cluj-Napoca, 2003, pp. 61-62. 
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si nici ca problemele majore ale culturii apusene ar (1 fost necunoscute in Rasarit. Dimpotriva, 
atat cultura rusa, cat si cultura romana sunt profund interesate de miscarca culturala 
occidentala, indiferent daca extrag de aici modele demne de transportat in propriul areal sau 
doar repere (neindoielnic majore) carora li se contrapune, intr-o emulatie negativa, spiritul 
national”. E vorba de disputa dintre fond §i forma, de rezisten|a fondului la noi continuturi pe 
care, totu§i le vor apropria intr-un tarziu, chiar daca distorsionat. “Imbracand forme radicale 
sau proiectand coabitari pasnice, de natura sintetica (intre specilicul national si crcatia 
universala), aceste dezbateri sunt in masura sa stabileasca varsta culturilor si, mai ales, a 
literaturilor national e in interiorul carora sunt purtate. Literatura romana si literatura rusa sunt 
literaturi tinere care incearca - intrand in dialog cu modemitatea bazata pe o lunga si coerenta 
traditic a literaturii occidentale - sa-si con (igurczc propria identitate” 5 . Desigur, influenza 
occidentala a fost preluata, de catre culturile tinere, intr-o maniera eclectica, dar certamente 
“tehnici, teme, motive vor tranzita fara probleme, spre literatura Rasaritului; matricea insa, in 
care acestea se dezvolta in Occident §i care genereaza sentimentul finitudinii §i chiar spectrul 
epuizarii si al sterilitafii ramane straina unor intemeietori care au o lume de construit” 6 . Un 
lucru extrem de important, subliniat de tanara cercetatoare, reprezinta o contradicfie: “aceste 
influence occidentale vor precipita nu o data in complexe culturale ce se vor intoarce contra 
modelelor” 7 . Pe aceasta filiera sofisticata, pana §i “jdanovismul” reprezinta o astfel de tentativa 
de construire a unei identitafi culturale. Se §tie cat de paguboasa, de data asta. Dar lucrul cert e 
ca literatura romana a “obsedantului deceniu”, cum dcfinestc perioada Marin Preda, este, si ea, 
rezultatul unei astfel de precipitari culturale, transformata in complex, a unei prcclispozipi 
culturale europene preluate, anamorfozate intr-atat incat sa parvina la situatia de inamic al 
modelului genuin. 
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Abstract: The difficulty in providing an accurate and all-encompassing definition of Postmodernism 
arises from its heterogeneous nature so that the question which needs answering is this: Is 
postmodernism a trend, an ideology, a movement, or a stylistic system? This paper argues that none of 
these terms is wide enough is scope to stand for what postmodernism represen ts and proposes a term 
used in the philosophy of science by TS Kuhn, namely ‘paradigm ’. He used this term to account for the 
rules, laws, and observations which govern any scientist ’s activity and the suggestion in this paper is 
to borrow this term and apply it to Postmodernism. The paper looks into the characteristics of 
paradigms and then investigates the causes which led to the advent of Postmodernism. As such, it 
pinpoints the influences of the Hegelian theory of tensions arid contradictions and the existence of a 
finality in history. It then moves on the Saussure’s concepts oflangue and parole and the structuralists ’ 
attempts to eliminate the subjectivity of the interpreting mind, and presents the poststructuralist 
reaction and the realization that any message can be interpreted in a plurality of ways. It discusses 
Derrida’s questioning of the concept of origin and Lyotard’s rejection of metanarratives and accounts 
for the two phases of postmodern fiction: the first, the reaction which contested the precepts of 
modernism and which appeared to be solely a rejection, a negation, but whose aim was actually to 
establish postmodernism as a self-sustainable paradigm; and, the second, more subdued and inclusive 
which arose once postmodernism made its stand. 

Keywords: Postmodernism, paradigm, Hegel, relativization, legitimacy 


It is difficult, if not impossible, to provide an accurate and all-encompassing definition 
of Postmodernism. Many literary critics have attempted it only to be contested by others. The 
main reason behind this failure is the fact that Postmodernism is in itself quite heterogeneous 
as it encapsulates many features, trends, and developments, which are not solely literary or 
artistic in nature. In fact, one very important aspect of Postmodernism, as well as of modernism, 
is that it is the result of the societal, economic, political, cultural, educational, ideological, 
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philosophical, and scientific factors which shape society as a whole. It cannot be separated 
from society and analysed in isolation, solely as a stylistic trend. Therefore, it would be wrong 
to treat Postmodernism as a unitary ideology, as Hutcheon suggests (1989), and oppose it 
univocally to modernism. Postmodernism may have started as a reactionary trend to some of 
the tenets of modernism, but since its inception, it has developed into a more tolerant and 
inclusive manifestation. 

First of all, I shall attempt to explain what Postmodernism is, meaning what it should 
be called. Is it a trend, an ideology, a movement, an aesthetic, or a stylistic system? I would 
actually argue that none of the before-mentioned terms is wide enough in scope to stand for 
what Postmodernism represents. Zima suggests that Postmodernism, and not only, could better 
be described as a ‘problematic,’ that is, as a ‘compound of problems,’ by which he means that 
it should be viewed as ‘social and linguistic situations within which conflicting answers to 
certain questions or incompatible solutions to certain problems are proposed.’ (2010: 12) This 
approach could account for the divergent, occasionally contradictory, even incompatible 
aspects of Postmodernism, but the term itself is so general that it offers no structure whatsoever 
to the term which it attempts to define. 

However, I have another suggestion, which comes from a different domain, the 
philosophy of science. Thomas S. Kuhn introduced the term ‘paradigm’ to account for the rules, 
laws, and observations which govern any scientist’s activity (Kuhn, 1996). I suggest that this 
term could be taken over and applied to Postmodernism for several reasons, which have to do 
with the nature of these paradigms, as explained by Kuhn. He posits that paradigms are 
frameworks within which scientists work implicitly, without having to agree on, even without 
having to produce a full rationalization of exactly what that paradigm is, what elements form 
its make-up (1996: 44). If necessary, the paradigm could be directly inspected, especially when 
some new development appears, and then explicit rules and formulations could be produced. 
However, under normal circumstances, this is not necessary. When applied to Postmodernism, 
this idea proves very helpful. Although critics have attempted to come up with a set of features 
and rules for postmodern literature, their task has been greatly encumbered by the diversity of 
literary works. Writers, like scientists, function within the postmodern paradigm without 
paying any heed to its characteristics, rules or functioning. They do not question the paradigm 
directly any more, and I will enlarge upon this further on in my analysis. 


349 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Kuhn explains that, although, in general, the appearance of a new paradigm entails the 
complete rejection and replacement of the previous one, this does not always need to be the 
case (1996: 95-7). A new paradigm does not necessarily ruin previous ones; in fact, it can be a 
further articulation of a previously-existing paradigm, a new articulation, necessary because 
the society within which it operates has altered its principles, has developed further, and the 
paradigm needs to be adjusted in order to keep abreast of these evolutions. Kuhn further refines 
this idea by adding the fact that a paradigm which has become outdated can become a special 
case, meaning an instance, an aspect of its successor (1996: 103). This is of interest to me 
especially in light of my contention that Postmodernism does not exist in a relation of complete 
opposition to modernism, but that, in certain respects, it is a continuation, refinement, and 
adaptation of modern precepts. 

It is important at this stage of my argumentation to explain how Postmodernism came 
to be, what discontents led to its appearance. As Feyerabend explains, new theories occur only 
when and because some thinkers have decided not to be bound by certain methodologies, i.e. 
by certain systems of thought, and therefore, they transgress those systems (1993: 14). This is 
the necessary first step in the progress of human knowledge: the complete rupture with the past, 
the proposal of a new hypothesis that will in time, if validated by society, turn into a new 
paradigm. He further explains that new theories can only become coherent, clear and 
reasonable paradigms only after they have been employed for some time (Feyerabend 1993: 
18). Again the similarity with Postmodernism and its evolution is obvious. Initially, 
Postmodernism was incoherent, unreasonable, challenging, apparently unmethodical, and 
resisted categorisation and method. However, once this incipient phase was surpassed, 
Postmodernism became less radical and more coherent. Postmodernism arose, according to 
Zima, as a revolt against the ‘metaphysical residues of modernity in modernism’ (2010: 132) 1 . 
Authors tried to distance themselves from modern absolutist notions such as truth, autonomy, 
and utopia. Modernism was largely based on Hegelian concepts of objective rationalism and 
on structuralist divisions. To take them in turn, I shall first briefly address Hegel’s philosophy 
and the role which it played in the modem paradigm. 

Hegel considers modern philosophy, culture and society fraught with contradictions 
and tensions, such as those between subject and object, mind and nature, the self and the other, 


'Zima views modernity as a long epoch which started with the Enlightenment, while modernism is late modernity, 
more precisely, ‘an auto-criticism of modernity’ (Zima 2010: 5-10). 
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knowledge and faith, Romanticism and Enlightenment. Hegel’s main philosophical goal is to 
interpret these contradictions and tensions in light of and as part of a comprehensive, evolving, 
and rational unity. His claim is that there exists a finality in history and that human progress is 
methodical, as the expression of historical becoming. In his view, historical becoming refers to 
the incremental progress which humankind makes as a result of solving conflictual situations 
by means of synthesis. Hegel is a rational and methodical philosopher, whose basic tool is the 
triad of thesis, antithesis and synthesis and the way these interact to open new horizons for 
human knowledge in an objective fashion. The thesis and the antithesis are the extremes which, 
by means of human reasoning, can be brought together into a synthesis which is in fact, the 
progress that society undergoes. His belief is that differences can be overcome, that there is, in 
actuality, common ground between them out of which the synthesis can appear. 

Structuralism is based on the assumption that there is an underlying system of 
‘distinctions and conventions’ (Culler 2002: 5) which facilitate and guarantee the transmission 
of meaning. Structuralism explores the relationships and the basic structure of meaning in 
language, literature, and other social sciences, and the way in which they are organized into 
meaning-generating networks. The structuralist aim is to analyse hnguistic, literary and social 
phenomena in their totality in order to uncover how their components interact to produce 
significance. The starting point of this trend resides in the work of Ferdinand de Saussure, who 
first put forth the concepts of langue and parole. The former refers to the abstract structure of 
a language, made up of the rules and regulations which are the foundation for phrases, 
sentences and discourses. The latter is the concrete manifestation in communication of langue. 

Another important aspect of Saussure’s theory is the emphasis which he places on the 
way in which signs function in a formal setting, in a system based on relations of opposition 
and exclusion. His view regarding meaning is purely relational and structural, as he considers 
that no word could transmit meaning unless it is opposed to and in relation with all the other 
words in the linguistic system. The referentiality of words is not approached in Saussure’s 
theory, as the meaning of words resides in their systemic relations, and does not derive from 
the intrinsic significance traits, or from their connections to the material world. Signs refer to 
one another (Saussure 2011). When Saussure refers to the value of a sign, he views it as 
depending on the relations which a sign holds with others signs in the system. A sign has no 
value out of the context. His famous analogy with the game of chess (based on the fact that the 
value of each piece is given by the place which it has on the board), is in his view, a perfect 
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parallel for the significance; the message clearly depends on the relation between the two parts 
of the sign, and the value of the sign is given by the relation between that sign and the other 
signs in the system seen as a whole. 

Linguistics was not the only area of study which was permeated by Saussure’s 
dichotomy. It is also found in social studies where it is employed in order to organise and 
classify human interactions. As Best explains, structuralism attempted to disclose the 
underlying rules which organised phenomena into social systems (1991: 18-9). In this 
endeavour, structuralism relied on the belief that the analysis which it provided was objective, 
rigorous, truthful and coherent. The assumption was based on a set of clearly-established rules 
and dichotomies, which made it as similar as possible to other sciences. The idea was that it 
could do away with the subjectivity of the interpreting mind. Meaning could be found only in 
the binary oppositions which the system provided and which governed the relations within it. 
Culler further details this point by explaining that structuralism does not aim at viewing an 
action as part of a chain of causality, nor as the product of a subject’s imagination (2002: 31). 
What it actually does is to place an object or an action in relation to a system of conventions of 
similarity and discrepancy. Through this placement, the respective object or action gains 
meaning. Meaning and the identity of any item stem from the tension of opposition between 
the various components of a system. Consequently, the production of meaning is relegated to 
the system of language. 

Poststructuralism shares this view, considering that the ‘speaking subject’ is not 
relevant in the meaning-making process. Taking it even further, it claims that the self, as a 
coherent entity, is only a fictional construct. Any individual is an amalgam of idiosyncratic, 
conflicting knowledge. Based on this claim, poststructuralists also reject the concept of langue. 
They believe that there is no set of rules which could ever solve the inherent contradictions in 
the world, or the individual. As Best explains, poststructuralists believe that a historical 
approach to the differences between and evolutions of any form of consciousness, identity, and 
signification is the most effective because it could account for the variations which might not 
otherwise be explained (1991: 20). 

Poststructuralists also contest the opposition between signifier and signified, and the 
unique relation of meaning which structuralists claim to exist between the two. This relation is 
in fact not stable, but endlessly deferred by means of ‘infinite implication’ (Derrida 1973: 58). 
Derrida claims that a sign actually gains strength from this ‘infinite equivocality’ (ibid.), and 
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this is the reason why interpretation, the reading process and the reader per se gain such 
momentum in poststructuralist studies. Meaning transmission becomes a game which is played 
by one transmitter and multiple receivers, who depending on their own personal backgrounds 
and experience, could interpret the message in a plurality of ways and thus, render it new and 
forceful (at least in theory, since in practice, the number of possible interpretations is not 
infinite, as it is restricted by the interpreters’ mind-sets and competences). 

Postmodernism has appropriated these two concepts: the dismissal of the uttering 
subject and of the univocal meaning given by the author to the text. A feature which 
Postmodernism has in common with both structuralism and poststructuralism is the interest in 
and the primacy accorded to discourse. Texts are no longer perceived as apriorically containing 
the meaning, and awaiting a reader to decode it. On the contrary, meaning-making becomes an 
active process of social construction, in which individuals, institutions, and the whole society 
partake. As Best explains, discourse becomes the site where several powers interact, and the 
aim of any interpreter is to see how this interaction unfolds, what power relations it 
presupposes, which ideologies it represents (1991: 26). Discourse is, in fact, a battleground on 
which several groups struggle to gain the upper hand. 

Another trend in critical theory that influenced Postmodernism at its origin is 
deconstruction, whose main promoter was Derrida. He takes critical theory a step forward by 
questioning the concept of origin. If we start from the premise that meaning is endlessly 
deferred, it understandably ensues that its initial point of origin could never be reached and 
unveiled in the network of interconnected and interdependent meanings. Consequently, Derrida 
states that language refers onto itself and cannot and does not reflect an outside, objective 
world. Any and all worlds are created, derived by means of discourse. Consequently, presence 
itself is nothing more than a derivation, a construct based on other linguistic and metalinguistic 
elements. All meanings are based on the sum of these derivations and on the users’ knowledge 
and experience of these derivations and differences. For this reason, Derrida (1981: 37-9) 
introduced the concept of differance as a combination of the two meanings of the verb differer , 
to differ and to defer. By means of this term, Derrida attempted to reject presence, and to 
replace it by a generalised absence, or a difference. In his view, any text appears in the interplay 
of presence and absence: meanings which are at one point present in the discourse, and others, 
which are absent, but referred to implicitly. Thus, the text is produced only by working upon, 
by transforming other existing texts, or traces thereof. Deconstruction, as a result, relies on the 
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rejection of the system of oppositions upheld by structuralism and on the admission that 
meaning cannot be defined solely, as the product of one author, text or reader. 

It is my belief, however, that Derrida’s view errs not on the side of caution, but on the 
side of radicalism. Discourse is the world, and the world is discourse; therefore, all its elements 
are always present, and play upon each other and against each other to give rise to certain 
concrete meanings, at certain given moments, in certain contexts. Consequently, one cannot 
speak of absence, but of a myriad of intricate connections which help actualise meaning in a 
variety of ways which depend on the author’s intentions, the discursive context, and the 
reader’s knowledge. All these variations, of course, can never give rise to one meaning alone, 
but neither do they imply that anything is absent. 

So far I have looked at the ways in which structuralism, poststructuralism and 
deconstruction have influenced the rise and development of Postmodernism. These theoretical 
views certainly played a part in the change of paradigm, but it is my belief that the most 
important role was that of Modernism. I believe that Hutcheon is accurate when she surmises 
that Postmodernism displays an oedipal opposition and, at the same time, a filial faithfulness 
to modernism (1988: 366). 

As previously explained, new paradigms can rest on the shoulders of their precursors, 
meaning that they take over parts of old paradigms, while openly contesting other aspects of 
the very same paradigms. This phenomenon can be observed even when the relation between 
Postmodernism and Modernism is examined. The questioning of the modern paradigm was one 
stage in the development of the postmodern paradigm, the initial one, when the modem 
paradigm was in place and it was no longer deemed satisfactory. Consequently, the first stage 
in the development of the new postmodern paradigm was an interrogation of the limits of the 
previous modern one. Its applicability, restrictions, and inadequacies were revised. The first 
postmodern writers directly addressed the rules and formulations of modernism and challenged 
them if they found them lacking. 

Zima explains that there are three cultural values around which modernity, modernism 
(as late modernity, see endnote) and Postmodernism revolve around: ambiguity, ambivalence 
and indifference (2010: 14). He briefly explains that it is the different views with respect to 
these major concepts that shape the core of the three paradigms. The literature of the 18 th 
century and early 19 th century was dominated by ambiguity, but it was accompanied by 
philosophy, by the theory of knowledge and by the narrator’s explanations, which eventually 
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helped. In modernism, the realist epistemological optimism is dismissed as illusory and thus, 
an era of ambivalence is heralded. 

Young Hegelians adapt Hegel’s initially all-encompassing rationalistic view of 
historical progress through reason, and argue that only some extremes could be reconciled by 
means of methodical and rational synthesis, while others remain opposites, such as good and 
evil, truth and lie, or essence and appearance. Hence the notion of ambivalence. As the 
philosopher of this age, Nietzsche declares that the world is ambiguous, appearances are 
impossible to dissolve and essence is thus unattainable (1990). He actually anticipates the 
postmodern concept of indifference by explaining that opposites are so well knitted together 
that they are impossible to separate, and thus, they might actually become identical, 
indistinguishable. 

This is what happens in Postmodernism, when cultural, aesthetic and moral values are 
replaced by economic ones. In Zima’s opinion, Postmodernism is, thus, an era of indifference, 
i.e. of interchangeable ideas, values, and ideologies (2010: 16). Although values exist, none of 
them could claim universality. I would argue that it is rather an era of inclusion as globalisation 
and mass media have brought about is greater access, exposure to and (possibly) understanding 
of other views. The world has become a more open space, although not necessarily a more 
tolerant one, as there are many cases of extremist reactions, nationalistic drives, and ethnic 
conflicts. But overall, today’s world is more aware of its members, of their ideologies, values, 
and identities. Values are not exchangeable, neither are they indifferent; they are in fact relative 
to the context of their production, they are no longer absolute. Gender, nationality, position, 
economic factors or religious aspects play an important and decisive role in shaping values. 
Then, the values are relative to these aspects. This is why values can be said to coexist either 
peacefully or conflictually, but are part of people’s consciousness. 

Within this context of inclusion and relativity, it is important at this point to identify 
those features of Postmodernism which set it apart from modernism, and those which the two 
share. One characteristic of Postmodernism is, as Lyotard states it, the rejection of 
metanarratives (1979). This rejection goes hand in hand with the view that the world is too 
large for only one mind to master it, that it is an impossible task for any narrative to try to 
encompass the whole world. Consequently, narratives should be small and try to focus on 
relating bits and pieces of the world. This idea is in keeping with the relativisation of values 
depending on the subject, context and discourse in which they appear. 
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Postmodern narratives have accepted the fact that general views of the world are 
impossible to attain in a complicated, technologized and information-driven society. 
Knowledge is fragmentary, it comes as an answer only to certain questions. Modernism made 
use of metadiscourses to legitimise its stance and claims. Postmodernism refutes all forms of 
totalising thought: it refines differences, and ‘reinforces our ability to tolerate the 
incommensurable’ (Lyotard 1979: 75). This radical view is tamedby others such as Best(1991) 
and Zima (2010), who argue that in fact metanarratives are not dismissed or discarded; they 
are simply reinterpreted in a critical fashion, and their strengths and weaknesses are uncovered. 
Postmodernism, as the paradigm of inclusion, does not exclude metanarratives, but accepts 
them with a grain of criticism. 

This rejection of metanarratives casts a long shadow on postmodern fiction. As McHale 
(1992) and Rorty (1983) notice, this is in fact, only another metanarrative which has been 
thrown onto Postmodernism, another generalisation which goes against the grain of what 
Postmodernism strives to be, i.e. inclusive. The first reaction of postmodern writers, as I have 
argued before, was one of rejection of metanarratives, taken to such an extreme as to almost 
destroy the narrative itself. Only later, once the initial refusal softened, was the narrative 
retrieved and revived. It happened because postmodern authors accepted and started to tolerate 
the fact that metanarratives could not be escaped; the only course of action they could undertake 
was to keep narrating. Postmodernism has overcome its initial rebellious state and has become 
tolerant. 

Linda Hutcheon also notices that Postmodernism rejects continuity and grand 
narratives, in light of the fact that reality is too unmasterable to be tamed by any narrative 
system (1989). In her view, postmodern texts are contradictory and parodic in their intertextual 
relation with modern texts and conventional genres. They transgress and ridicule traditions in 
an attempt to capture the fragmentary nature of reality. However, there are two issues on which 
I do not believe that Hutcheon’s theory is entirely sustainable. Firstly, she does not take into 
account that modernism itself was not a paradigm of continuity: it was mainly dominated by 
experiment, it tested all the boundaries between genres, and it denied narrative as the exact 
rendering of an objective reality. 

She models her view of modernism solely on those works which stay within the 
confines of certain traditions. Not even Joyce’s Ulysses respects all these boundaries. It is not 
a work of continuity, but rather of fragmentation, of interrogation of limitations. It pushes the 
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boundaries of the narrative. In no way do modernists, as Hutcheon (1988) claims, view history 
as universal. They, in fact, proclaim the opposite: there is no universal history that can be 
narrativized; there are only individual stories which become the discourses of history. 
Secondly, Hutcheon insists on the fact that postmodern literature is socially and politically 
active, involved, ideologically laden while modernists kept their distance from whatever was 
‘social’. Once more, this is not the case. There are many postmodern novelists who are not 
concerned in any way with political issues; on the other hand, some modernists were. I would 
argue that unlike Postmodernism, Modernism believed that a narrating consciousness could 
make sense of a story, could master it and organise it into a coherent whole. This is what 
Postmodernism no longer holds to be true and the ‘whole’ has been replaced by 
fragmentariness. 

Ihab Hassan puts forth a taxonomy of the features which contrast Modernism to 
Postmodernism. I would argue from the very beginning that there is a major flaw in his 
categorisation, as it is solely based on stylistic features. Postmodernism is a paradigm which is 
not limited to literature or to art. Moreover, it is difficult, if not impossible, to define two such 
major paradigms on the basis of a dualistic, mutually exclusive list of attributes. It is once more 
a structuralist trap which is easy to fall prey to. Hassan argues that modernism appears ‘hieratic, 
hypotactical and formalist,’ while Postmodernism is ‘playful, paratactical, and 
deconstrutionist’ (1987: 91). 

He goes on to negatively connote aspects of Modernnism and oppose them to positively 
nuanced traits of Postmodernism: form/anti-form, purpose/play, design/chance, 
hierarchy/anarchy, mastery-logos/exhaustion-silence, distance/participation, creation-to- 
totalization/decreation-deconstruction, synthesis/antithesis, presence/absence, centring/ 
dispersal, hypotaxis/parataxis, root-depth/rhizome-surface, signified/signifier, metaphysics/ 
irony, etc. (Hassan 1987: 91-2). I would argue that these separations are not in fact as clear-cut 
as Hassan would have us believe. Play, anti-form, absence, and irony, to name just a few, are 
present both in modern works of fiction and postmodern ones. 

Hassan goes on to explain several of the main features which he considers could help 
shed light on what Postmodernism is. I shall discuss them in more detail below: 

1. The term Postmodernism as such sounds odd: ‘post’ implies comparison to and 
measuring up against a predecessor. But Postmodernism is not an epigone of modernism; on 
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the contrary, it is the breath of fresh air that both ‘uses and abuses’ the conventions and all 
previous trends without completely rejecting any of them. 

2. Postmodernism suffers from a certain ‘semantic instability: that is, no clear 
consensus about its meaning exists among scholars.’ (Hassan 1987: 87) It is very difficult to 
propose a definition of the term ‘Postmodernism’ without feeling that some aspect always fails 
to be included, or that some feature is not detailed enough. And the other aspect which causes 
disagreement among critics is the fact that some characteristics of Postmodernism are 
contradictory, and it would be very difficult to include them all in a ‘scientific’ definition. 

3. ‘Modernism and Postmodernism are not separated by an Iron Curtain or 
Chinese Wall; for history is a palimpsest, and culture is permeable to time past, time present, 
and time future.’ (Hassan 1987: 88) Many critics have noticed that Postmodernism draws its 
strength from modernism while at the same time, rejecting it. Hutcheon claims that 
Postmodernism contests the modern separation of art and life, its individual subjectivity, its 
high-low culture (1988: 43). On the other hand, Postmodernism takes over features of 
modernism such as self-reflexivity, irony, or repudiation of realism. 

4. Postmodernism is a question of opposites, of conflicting double views, of 
rupture and unity, of a past both honoured and denied. The tensions which hold between 
opposites nourish postmodern fiction. They inform its paradigm and help it define itself in 
relation to, not necessarily in opposition to, its precursors. 

5. Literary history needs to be perceived as ever-changing, as a continuous process 
of innovation, renovation, and, I would add, recuperation. The novel is the base of progress 
because it reprocesses old materials. It re-conceptualizes and reorients them, including them in 
its new paradigm. 

With respect to history, both Hutcheon and Hassan notice that historical facts no longer 
define fiction. The former (1989: 37) claims that the border between facts and fiction has been 
crossed over so often we can now speak of hybrids; the boundaries are clear, but they no longer 
matter. The reader is instead caught up in a network of hybridization. Hassan, on the other 
hand, claims that facts no longer exist; what remains in their wake are interpretations; 
knowledge is also infinitely deferred because it is hidden behind countless meanings (1987: 
49). Both of them conclude that totalization, an overall idea or meaning of a discourse can no 
longer be attained. Novelists explore limits and refute confinement to one genre or one social 
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field. By interrogating limits, the novelists come to surpass the borders of the traditional novel 
and invade other fields of social sciences. Ergo, hybridization of genres arises. 

It is important to note, at this time, that no matter how compelling and apparently 
flexible Hassan and Hutcheon’s views of Postmodernism may appear at first, they rely on a 
shaky foundation as they consider Postmodernism solely at the level of the literary text. 
However, Postmodernism must be viewed as a social paradigm first and foremost, because an 
analysis based solely on stylistic features will fail to capture its essence. 

Brian McHale views modernism as epistemological , as a system which believes 
knowledge can be attained, and, consequently, the questions which it poses are 
epistemologically structured: ‘How can I interpret the world I belong to?’, ‘What can I know?’, 
‘Who knows it and how reliable is this knowledge?’, ‘What are the limits of the knowable?’ 
(1987: 9). These questions are a reflection of the progress registered by humankind as a result 
of the Industrial Revolution. Progress is seen as steady and unimpeded begetting the belief that 
the world is conquerable, comprehensible and moldable into the desired shape. On the other 
hand, Postmodernism can be viewed as an ontological system, in which answers are attempted 
to questions such as ‘What kind of world is this?’, ‘What should I do in this world?’, ‘Which 
of my selves should do it?’, ‘What is a world?’, ‘What worlds are there, how are they made, 
and how do they differ?’ It is clear from these questions that while Modernism in focused on 
knowledge, on organising the world, in other words, it faces outward, Postmodernism is 
focused more on the individual, on the subject, as a biased, limited interpreter of what happens 
in the world around. 

Postmodernism does not deny the existence of the subject, does not even reflect too 
much on it, but rather takes its existence for granted with all its limitations and inherent 
subjectivity. McHale believes that modernism and its extreme epistemological uncertainty 
eventually gave rise to ontological pluralism and instability. As he puts it, ‘Push 
epistemological questions far enough and they “tip over” into ontological questions’ (McHale 
1987: 11). This idea is extremely relevant to my argumentation that Postmodernism is a 
paradigm in the sense that modernism pushed its boundaries so far that its key concepts and 
principles could no longer explain the problems which it was facing or answer the questions 
which it was posing. Thus, the need arose for a new paradigm better suited to find answers. 

Although pertaining to a different field, Feyerabend argues along the same lines as 
McHale when explaining the way in which knowledge progresses. He synthesizes best the way 
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in which Postmodernism as a paradigm should be viewed. He explains that knowledge is not a 
series of ‘self-consistent theories’ (Feyerabend 1993: 21) which will eventually converge to 
give rise to an ideal, coherent view of the world; truth cannot be approached gradually, through 
the accumulation of this knowledge into well-formed patterns. Knowledge within a paradigm 
is actually ‘an ever increasing ocean of mutually incompatible alternatives, each single theory, 
each fairy-tale, each myth that is part of the collection forcing the others into greater articulation 
and all of them contributing, via this process of competition, to the development of our 
consciousness’ (Feyerabend 1993: 21). With this view in mind, I would argue that nothing can 
ever be settled once and for all when it comes to the delineations of the postmodern paradigm. 
A comprehensive account of Postmodernism must be left open, flexible to include new aspects, 
new discoveries, and new avenues of narrating. Moreover, as argued above, seldom, if ever, 
does it happen in history for a new era to represent a complete break from and exclusion of all 
the values of the previous ones. History and sociology prove that we are more likely to deal 
with transitions, transformations, and developments. 

The aim of this paper has been to prove that the most fruitful approach to 
Postmodernism is to consider it a paradigm in the sense put forth by Thomas S. Kuhn. This 
view has the major advantage of accounting for what we would call the two phases of 
postmodern fiction: the first, the reactionary, which contested the precepts of modernism and 
which appeared to be solely a rejection, a negation, but whose aim was actually to establish 
Postmodernism as a self-sustainable paradigm; and the second, more subdued, more tolerant 
and inclusive which arose once Postmodernism had made its stand and had come to be 
recognised as a paradigm in its own right. Once its rebellious stage was complete, 
Postmodernism has shown its true nature, has started to exist affirmatively, not solely as a 
negation of all that existed before it, no longer solely reactive, but proactive and creative in its 
own right. As such, it has taken over aspects, theories, concepts from structuralism, 
poststructuralism, deconstruction, and modernism and has re-wrought and incorporated them 
into its own framework. 

Bibliography: 

1. Best, Steven, Kellner Douglas (1991). Postmodern Theory. Critical 
Interrogations. The Guilford Press. 


360 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


2. Culler, Jonathan (2002). Structuralist Poetics: Structuralism, Linguistics and 
the Study of Literature. Routldege 

3. Derrida, Jaques (1973). Speech and Phenomena and Other Essays on Husserl’s 
Theory of Signs. Trans. DB Allison Evanston. Northwestern Univ. Press. 

4. Feyerabend, Paul (1993). Against Method. 3 rd ed. Verso. 

5. Hassan, Ihab Habib (1987). The Postmodern Turn: Essays in Postmodern 
Theory and Culture. Ohio State Univ. Press. 

6. Hutcheon, Linda (1989). The Politics of Postmodernism. Routledge. 

7. Kuhn, Thomas (1996). The Structure of Scientific Revolutions. 3dr ed. Univ. of 
Chicago Press. 

8. Lyotard, Jean-Francois (1979). The Postmodern Condition: A Report on 
Knowledge. Manchester Univ. Press. 

9. Hegel, GW Friedrich (2008). Reading Hegel: Hegel’s Introductions. Singh A, 
Mohapatra R eds. re.press. 

10. McHale, Brian (1987). Postmodernist Fiction. Routledge. 

11. Rorty, Richard 1983. “Pragmatism without Method.” In Rorty, Objectivity, 
Relativism, and Truth (1991). Cambridge Univ. Press. 

12. Saussure, Ferdinand (2011). Course in General Linguistics. Trans. W Bas ki n. 
Columbia Univ. Press 

13. Zima, Peter (2010). Modern/Postmodern: Society, Philosophy, Literature. 
Continuum. 


361 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


THE ADVENTURE OF A EVA ULTIMA IN THE WORLD OF MARIONETTES 


Aurora Manuela Bagiag 

Assist. Prof., PhD, ’’Iuliu Hatieganu” University of Medicine and Pharmacy, 

Cluj-Napoca, 


Abstract: The novel Eva ultima (1923) by Italian writer Massimo Bontempelli depicts a “metaphysical 
fable ” built around a marionette named Bululu. This literary exercise, which is representative for the 
evolution of the concept of adventure in the European literature of the 1920s, as well as for the “magic 
realism ’’promoted by Bontempelli can be defined as a mysterious adventure in which magic is created 
out of sheer realism. 

As psychological and esthetic phenomenon, the marionette becomes a key figure for the novecento 
adventure. The creator of the wooden puppet is an avatar of the writer, a modern demiurge who is 
content with being a simple marionettist. He clumsily controls the wires and strings of his creatures 
and is finally confronted with the danger of having invented marionette characters that rebel against 
their arbitrary destinies. Thus, literature escapes from the writer’s controlling touch and the novel is 
built on tension, unpredictability, novelty, surprise, the impossibility of predetermining its development 
and the impulse to venture further and further away into the unknown. 

Keywords: adventure novel, magic realism, novecento esthetics, marionette, metaphysical fable 


Le roman Eva ultima, publie d’abord en 1923 1 chez l’editeur romain Stock et ensuite 
en 1940 2 , dans une seconde version notablement remaniee, se construit autour du personnage 
d’Eva. La jeune femme en quete d’aventure se laisse emporter par son amant, Evandro, une 
sorte de sorcier futuriste, dans un domaine mysterieux, cree par lui-meme. C’est la qu’elle fait 
la connaissance d’une marionnette bizarre et inquietante, appelee Bululu. II s’agit, comme le 
remarque Francois Bouchard, d’un « pantin vivant, doue d’esprit, mais porteur de ses fils, 
temoin de son irremediable alienation a 1’invisible marionnettiste qui le manipule » 3 . II faut 


1 Massimo Bontempelli, Eva ultima, Rome, Stock, 1923. 

2 Massimo Bontempelli, Due favole metafisiche (1921-1922): La scacchiera davanti alio specchio - Eva ultima, 
Milano, Mondadori, 1940. 

3 Francois Bouchard, « Eve ultime ou le desenchantement» in Massimo Bontempelli, Eve ultime, Christian 
Bourgeois Editeur, 1992, p. 18. 
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preciser que le roman Eva ultima a son origine dans un drame eponyme inedit, dont l’existence 
est signalee par Alberto Savinio en 1919, quatre ans avant la parution du roman 4 et que ce 
drame est contemporain d’une farce en prose, Siepe a nordovest, ou les marionnettes 
apparaissent pour la premiere fois dans 1’ oeuvre de Bontempelli. Ayant une vie propre et 
s’organisant en societe, les marionnettes cotoient les humains de fa^on a ce que les deux 
mondes interferent et se confondent, tout en jouant sur l’ambiguite de la nature double de 
rhomme-pantin. 

Dans l’espace envoutant du domaine inconnu, avec sa geometrie circulaire, sa villa 
austere et surtout avec son atmosphere empreinte de circonspection, Eva decouvre la 
marionnette qui sera a l’origine d’une inedite incursion dans l’inconscient. Issue de la volonte 
d’Evandro de mettre a la disposition de son invitee un compagnon, Bululu est la aussi pour 
offrir a la femme « quelque chose a aimer » 5 , voire « quelque chose [...] qui soit plus ou mo ins 
qu’un homme » (78). II remplira ainsi aupres de sa maitresse un role ambigu, faisant interferer 
les connotations erotiques et matemelles. A l’instar du personnage anonyme de « l’ami », qui 
exerce aupres de toutes les maitresses d’Evandro une fonction sexuelle, Bululu apparait comine 
pour suppleer a l’impuissance de son propre createur. Car, apres avoir passe une exasperante 
nuit avec Evandro, Eva lui reproche son incapacity de l’amuser et de l’aimer : « Tu ne sais pas 
aimer comme le veut une femme » (76). C’est a ce moment-la que l’idee du pantin apparait 
chez le createur novecentiste, qui canalisera ensuite, a l’aide de sa creature, la curiosite, la soif 
d’aventure et le besoin d’amour de la femme. Anticipant son interet pour la marionnette, 
Evandro avertit Eva : « Si j’assouvis ta curiosite, tu voudras en savoir davantage, toujours plus ; 
et il se pourrait bien que tu en viennes a me demander si Bululu est susceptible de desirs 
amoureux » (126). Et cela n’a plus rien d’etonnant si dans l’episode final, « l’ami », qui vient 
seduire Eva apres le banquet, s’approprie le nom de la marionnette. Dans l’obscurite de la villa 
desertee par les convives, la scene d’amour physique se consomme dans un etat d’ivresse et de 


4 Dans le numero 8 de la Vraie Italie, mensuel redige en frangais qui parait a Florence, Alberto Savinio presentait 
Massimo Bontempelli et ses oeuvres, dont Siepe a nordovest , farce en prose et en musique que devait illustrer 
Giorgio De Chirico, de la fa$on suivante : « Et cette piece n’est qu’un essai, ce n’est que le premier pas vers le 
murissement d’une forme d’art theatral qui trouve son complet epanchement dans le drame Eva ultima (encore 
inedit) oil le dramaturge arrive enfin a la plus grande acuite poetique, lyrique et dramatique, jointe a la plus 
vibrante representation des aspects du reel. (...) Temperament musical raffine et puissant, il est responsable deja 
d’un bagage assez lourd : accompagnement musical a ses drames Siepe a nordovest et Eva ultima, une Suite et 
une Sonate pour piano, une Danse pour quatuor, etc., etc. (Cite par Francois Bouchard, op. cit., p. 17). 

5 Massimo Bontempelli, Eve ultime, traduit de l’italien par Francois Bouchard, coll. « Les Derniers Mots », 1992, 
p. 78. Toutes les references seront empruntees a cette edition et les pages en seront indiquees dans le texte, entre 
parentheses. 


363 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


confusion: «Oui, appelle-moi encore ainsi. Oui, je suis ton Bululu» (152), repond 
insidieusement l’ami, plongeant Eva dans le desarroi: « Vous etes... Bululu... vous ? » (152). 
II convient de souligner que c’est precisement cette rencontre avec l’obscene usurpateur de 
l’identite de la marionnette qui libere Eva. Elle peut desormais quitter le domaine d’Evandro 
et poursuivre son chemin. 

Conjointement, Bululu est cense combler chez Eva un instinct maternel. Vivre a ses 
cotes equivaut parfois a une regression, a un retour a l’enfance. Devant le temps qui s’efface, 
reste en suspens ou meme remonte en arriere, Eva, la main dans la main avec Bululu, a 
l’impression de « redevenir lentement un enfant... » (117). Une suggestion foetale transparait 
egalement de la relation complexe a la marionnette : « Et pourquoi est-ce que je te sens en 
moi ? Serais-tu mon enfant ? » (118), s’interroge Eva, tandis que le pressentiment de ne plus 
le revoir, lui inculque l’impression de perdre « une partie de soi » (123). N’oublions pas que la 
scene qui ouvre le roman presente la jeune femme accompagnee d’un enfant, qui se blottit 
contre sa robe, terrifie par la poursuite d’Evandro. Lorsqu’elle s’embarque dans la voiture qui 
les econduira au domaine mysterieux, Eva abandonne subitement et sans explication aucune le 
garQon, auquel le recit ne fait plus aucune mention. 

Une marionnette est faite « d’arbre et de neant » 

Bululu represente certes une metaphore des pulsions sexuelles et des energies latentes 
de l’inconscient, se faisant le mediateur d’une aventure psychologique. Mais il est avant tout 
la marionnette par excellence, faite d’« arbre » et de « neant », une figurine en bois, aux longs 
fils invisibles qui ondoient au-dessus de sa tete, se perdant dans les airs. Son nom est revelateur 
de sa condition de marionnette puisque « dans la tradition dramatique espagnole, le bululu est 
un acteur qui joue seul une saynete, en changeant de voix en fonction des roles qu’il interprete 
tour a tour. C’est le comedien par excellence, susceptible d’incamer a sa guise tous les 
personnages de son repertoire » 6 . Mais celui qui joue tous les roles est essentiellement « une 
forme vide ». Le pantin, qui represente en fait « la negation d’une identite », devient par sa 
nature meme la metaphore de la creature qui se laisse animer par son createur. En tant qu’« etre 
absent de lui-meme », le morceau de bois qu’Evandro a transforme en une chimere etrange 
demeure une creature extralucide, ayant la conscience aigue de son statut d’artefact. Cornme 
le remarque Eva, c’est precisement cette capacite autoreflexive qui 1’individualise, le faisant 


6 Franfois Bouchard, « Eve ultime ou le desenchantement », op. cit., p. 18. 
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exister : « Mais tu es quelque chose dans la mesure ou tu sais que tu n’es rien » (92). En effet 
la fa£on de se definir de la marionnette la rend digne de son statut de creature d’un demiurge 
novecentiste : «je ne suis rien » (92), affirme-t-il. Bululu ne perd en aucun moment la 
conviction d’etre un objet et oppose a l’incapacite d’Eva de reconnaitre sa nature, une prise de 
position obstinee. S’il a commence a exister au moment ou Eva l’a vu apparaitre des plis du 
rideau, il reste essentiellement attache au domaine d’Evandro, en dehors duquel il cesserait 
d’exister. La marionnette decline ainsi constamment son irremediable dependance envers son 
createur et manipulateur : 

« Bululu : Je commence a comprendre : ce qui vous plait, ce sont les propos que je tiens 
et les gestes que je fais ; done, ce qui n’est pas en moi et ne vient pas de moi. 

Eve : Mais de qui, de qui, pour 1’amour du ciel ? 

Bululu : De celui qui tire mes ficelles, Madame. 

Eve : Et moi ? Jamais je ne me suis pose la question de savoir s’il y avait quelque chose 
au-dessus de ma tete. 

Bululu : Mais la mienne ? Madame, j’ai quatre ou cinq fds, et quelqu’un les tire et les 
manoeuvre, au-dessus, en haut, je ne sais ou » (120). 

Bululu devance ainsi par exces de lucidite sa maitresse horrifiee par la monstruosite 
d’une telle invention, qui pourrait reduire son protege au silence et a l’immobilite. C’est que 
Bululu a bien appris la le?on de son createur : 

« Evandre : Chacun joue son role. 

Bululu : Et quelqu’un tire les ficelles ? 

Evandre : Bien sur : quelqu’un ou quelque chose. Mais ou se trouve celui qui tire les 
ficelles : dedans ou dehors. C’est cela qu’il faudrait savoir. » (101). 

Bululu figure ainsi l’homme moderne, conscient qu’il se fait manipuler par quelqu’un 
ou par quelque chose, par un mecanisme qui peut lui etre exterieur, mais surtout interieur. Par 
ailleurs, dans une scene ou Eva assiste a l’emergence des pulsions, elle se voit entouree par une 
foule larvaire, prenant l’apparence des gens connus le long de sa vie, et au-dessus desquels une 
pluie oblique, en realite un filet de fils paralleles, actionne leurs mouvements. Accrochees a 
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leurs « fils de givre » (107), qui ondoient dans les airs, les entries se bousculent et se debattent 
autour de la femme pour s’imposer a son regard, et se font ensuite immobilisees par un vieillard 
surgi du neant. Apres avoir « remi[s] de l’ordre dans cette horde de larves », il detoume d’Eva 
le cortege bizarre, fermant lui-meme la marche « d’un pas majestueux et pose » (106). 

On se souvient qu’a sa premiere apparition, au milieu des plis du rideau, Bululu, qui 
fait quelques pas dans la direction du couple Evandro - Eva, exhibe lui aussi au-dessus de sa 
tete quelques longues ficelles qui l’actionnent, se prolongeant indistinctement dans les 
hauteurs. Si Bululu cache au debut son manipulateur, dans le theatre de marionnettes orchestre 
par « l’ami », ce dernier demy stifle sans retenue le mecanisme banal qui anime les comediens 
en bois. Montant sur l’avant-scene, il saisit un apres l’autre les fils du sultan et des odalisques, 
interrompant leur discours et suspendant leurs mouvements. Son geste sacrilege ainsi que la 
terreur que ressent Eva face a cette intervention sont definitoires pour le rapport complexe 
qu’entretiennent les differents personnage avec la marionnette. 

Le marionnettiste est un fabricant de stupeur 

Le couple Evandro-Eva propose une acception diametralement opposee du pantin en 
bois. Ainsi, Eva se declare d’emblee intriguee par l’apparition stupefiante qui emerge du rideau 
theatral, et interroge tantot Evandro, tantot sa creature, sur sa nature, son caractere, sa fag on 
d’exister : « Bululu, dis-moi, Bululu : existes-tu ? » (87); « Mais, si tu existes, existes-tu de la 
meme fag on que moi, que nous, les homines ? » (87). Lorsque la marionnette explique que son 
caractere suppose « une passivite aussi totale que machinale » (94), Eva, que cette mecanique 
mysterieuse, au lieu d’eclairer, plonge dans la confusion, poursuit sa soif de connaissance, la 
projetant sur le mecanisme prodigieux qui actionne son protege : « Machinale, disais-tu? 
Quelle est done cette machine, Bululu, qui te fait poser des questions si subtiles ? » (95). 
Apprenant que les paroles de Bululu lui viennent de celui qui tire ses ficelles, Eva a 1’intuition 
de la fusion createur - creature, qui pourrait les reduire a une seule entite : « Et si e’etais toi 
qui te nommais Evandre et lui Bululu ? » (96). Si Bululu et Evandro ne font qu’un, autant d’en 
demander plus a ce dernier : « Quel age a-t-il ? »(125); « A-t-il faim ? A-t-il soif ?»(126); « Et 
Bululu, est-ce qu’il sourit? Est-il capable de sourire ? » (115). Quant a Evandro, qui connait 
bien sa creature ainsi que la nature interrogative d’Eva, ses reponses sont evasives - Bululu a 
commence d’exister au moment ou elle l’a vu entrer -, se gardant bien d’assouvir la curiosite. 
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L’interrogation represente sans doute une fausse piste pour aborder le mystere d’une 
telle creature. Lorsque Bululu lui apprend que tous ses mouvements sont dus a « quatre ou cinq 
fils » que quelqu’un «tire » et « manoeuvre », quelque part, en haut, Eva urle « Tais-toi, 
monstre. » (120) Mais la marionnette continue de la tenter, insistant avec une diabolique 
courtoisie pour lui faire prendre contact avec sa nature de poupee mecanique, bien assemblee : 
« Touchez mes fds, madame Eve. [...] Approchez, je vous en prie. [...] Plus pres, [...] par 
ici... au-dessus... plus haut... mais doucement, je vous en conjure. » (120-121) La fag on dont 
la femme reagit a la tentation, remplagant la stupeur par la terreur, montre bien que la 
decouverte de la substance de Bululu represente son ultime et veritable aventure. D’ailleurs, au 
debut du roman, une trichomancienne lui predit que « [s]on coeur [...] est pris et a jamais se 
prend dans les rets a cinq fils » (32). Empetree dans ce filet mecanique, la sentimentality 
romanesque d’Eva est meurtrie par les coups successifs d’un demasquement irremediable. 
D’abord «abasourdie, pantelante » (120), Eva esquisse une fausse resistance : « Ne me tente 
pas. » (120); se sentant ensuite « envoutee » (121), elle se dit sur le point d’atteindre la folie ou 
la mort et finalement «en proie a la terreur » (121), les yeux fermes, elle succombe a la 
«tentation mostrueuse ». Toucher les fils de la marionnette, palper les ficelles qui l’anime, 
represente une decomposition flagrante du merveilleux, voire sa disparition : 

Elle tatonna un peu, tout son corps chancelait; elle passa les mains a l’aveuglette au- 
dessus de la tete de Bululu ; tout a coup, elle poussa un hurlement strident, elle retira sa main 
comme si elle s’etait brulee, elle fit un bond en arriere de tout le corps et elle ecarquilla les 
yeux. Affaisse sur le cote, Bululu paraissait inanime. Eva cria comme une possedee : 

« Non, je vais mourir. Bouge. Je hurle si tu ne paries pas. Je me tuerai, Bululu. » (121) 

C’est une decouverte qui a de quoi terrifier une « creature passionnee et romanesque », 
comme l’anticipe d’ailleurs Evandro. Car celui-ci n’est qu’un « fallacieux enchanteur » (80), 
qui apres lui avoir promis une chimere charmante et etrange, s’amuse a reduire Bululu a son 
statut de pantin. En effet, l’opposition la plus dramatique entre le « roi» et sa « reine » se 
manifeste dans le rapport a la marionnette. L’attraction et la fascination que la marionnette 
exerce sur Eva se heurtent a 1’attitude subversivement ironique de son propre createur. Tandis 
qu’Eva ne cesse de s’interroger sur sa nature, tout en refusant d’admettre son statut de pantin, 
Evandro rejette immanquablement sa creature au rang d’objet d’amusement, responsable de 
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« brocards, grimaces, galipettes, une multitude d’agaceries » (90), a 1’instar de ses illustres 
predecesseurs, « des melancoliques bouffons [...] des nains, toute sorte d’avortons » (90). Le 
createur de Bululu, tout en avertissant plus d’une fois que sa creature venue du neant n’a rien 
d’epouvantable, connait bien l’angoisse d’Eva a l’egard du caractere purement mecanique de 
la marionnette: 

Tu souffres des que tu te surprends a imaginer Bululu sous les traits d’une marionnette 
sur scene : au bout de deux heures, on eteint les lumieres, on replie le theatre et on accroche les 
pantins par la tete au bout d’un clou. (127) 

A l’instar de Bululu, qui, laissant decouvrir ses fds, se transfonne sous le regard d’Eva 
en un « monstre », Evandro en posture de desenchanteur et montreur de marionnettes, passe 
lui aussi pour un « monstre ». Monstre et de-monstration passent alors par le geste theatral, par 
l’acte artistique. La monstration sadique d’Evandro devient atroce, car implacable, dans la mise 
en scene de l’ami. Organisant le banquet rituel destine a presenter la nouvelle reine aux 
habitants du domaine, l’ami d’Evandro prepare une piece de theatre avec accompagnement 
musical, jouee par des marionnettes. La representation plonge Eva dans le plus profond 
desarroi, l’obligeant a s’interroger obstinement sur l’authenticite des marionnettes : Mais, etes- 
vous certain... que... ce sont toutes... de veritables marionnettes ? » (143) Line fois declenche, 
le mecanisme de la de-monstration se poursuit sur tous les plans. Dans le domaine de la logique, 
le syllogisme propose par le philosophe ne reussit pourtant qu’a accroitre son angoisse : « La 
marionnette est un faux homme. Done, une fausse marionnette est un homme deux fois faux ; 
a savoir, un homme authentique : l’homme vrai de vrai, le seul homme vrai, l’homme veritable 
par excellence. (140) Sophisme infirme par la demonstration theatrale de l’ami, laquelle se 
transfonne en une colossale impiete. Agace par les interrogations insistantes d’Eva qui se 
demande sans cesse si les protagonistes de la piece sont tous des marionnettes authentiques, 
l’auteur monte sur l’avant-scene et saisit les ficelles de ses acteurs, suspendant ainsi leur 
mouvement: 

« Regardez ! » et il toucha les fils d’une odalisque ; « regardez ! » et il s’attaqua a la 
seconde. Les malheureuses se figerent pareillement et, renversees en arrieres, les bras ecartes, 
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les jupes retroussees et les jambes en l’air, elles gardaient une posture ignominieusement 
obscene. (144). 

Tandis que le public proteste amuse contre « l’auteur sacrilege » (144), tout comme il 
s’etait indigne quelques moments auparavant contre l’« intervention diabolique » (142) de la « 
main invisible et secourable » (142) qui etait sortie de la coulisse et avait pousse vers les 
odalisques leurs instruments musicaux, Eva est epoustouflee par ce meurtre odieux. II ne reste 
a l’auteur et ordonnateur de la commedia dell’arte ainsi demantelee que baisser le rideau et 
inviter le public a une sorte d’orgie, qui epuise les convives, les plongeant dans un sommeil 
medusant. L’intervention d’Evandro est alors decisive : leur proposant un divertissement 
surprise, il s’apprete a faire monter sur scene Bululu. Mais une pareille monstration publique 
de la nature monstrueuse de sa marionnette provoque chez Eva une rupture definitive. Toucher 
aux fils des marionnettes revient a precipiter leur disparition, tout comme celle du domaine 
etrange qui les a engendrees. Figure emblematique de l’aventure de Bontempelli, la dissolution 
mise en oeuvre par le dernier chapitre agit sur cet espace hors du monde et implicitement sur la 
marionnette inseparable de sa matrice. Les memes forces dissolvantes s’exercent sur l’identite 
d’Eva et sur le roman meme. Puisque, tout en marquant la rupture d’avec le passe et affirmant 
sa volonte d’aneantir le souvenir des etranges evenements, Eva garde la capacite de les 
reactiver, les transformant en recit. Lequel, en illustre representant de l’aventure novecentiste, 
deviendra lui aussi evanouissant, impossible a maitriser et circonscrire, echappant a son 
createur : « Voila ce qui arrive quand on veut toucher les fils des marionnettes » (144), affirme 
Evandro. Si Bululu revele la dualite inquietante de sa condition lorsque quelqu’un touche a ses 
fils, il souligne egalement l’ecart entre l’hypostase de « creature », que lui attribue Evandro, et 
celle de « seul homme vrai, l’homme veritable par excellence » (140), que la constante mise 
en question d’Eva lui accorde. 

De l’aventure merveilleuse a la magie mecanique 

Deux isotopies contradictoires s’organisent ainsi autour des figures d’Evandro, 
magicien et createur de stupeur, et d’Eva qui se revendique plutot d’un merveilleux 
d’inspiration romantique. La jeune femme se revele incapable de suivre les inventions magico- 
mecaniques de ce nouveau demiurge qui declare vouloir construire non seulement un domaine 
situe en dehors du monde, mais tout un avenir. A son tour, Evandro apparait dans 
l’impossibilite d’accorder a Eva l’amour qu’elle reclame, se contentant de lui faire present 
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d’une sorte de substitut a symbolique phallique, la marionnette Bululu. Le couple, forme par 
Eva et sa face masculine, Evandro (un Ev-andro, du grec aner, andros, « homme, male »), qui 
n’est pas un Adam, mais un dieu moderne, se dissout dans une incompatibilite structurale, 
dechire par un reseau de figures concurrentes. D’un cote le sommeil, la torpeur, l’indistinction 
larvaire, l’extralucidite, de l’autre la conscience lucide. De meme, l’amour s’oppose a 
1’intelligence, la passion a la raison et enfin le merveilleux a la magie modeme. Ces groupes 
antagoniques circonscrivent d’une part le fond romanesque d’Eva, de l’enfant qui 
l’accompagne ainsi que de l’assemblee indistincte qui occupe la clairiere de la voyante qui lit 
l’avenir des gens dans leurs cheveux, et de l’autre l’esprit modeme, novecento, de la triade 
creatrice, formee d’Evandro, de l’ami et du philosophe, a laquelle se rattache aussi la 
marionnette Bululu. 

La disparite, qui oppose les deux principes, masculin et feminin, est perceptible a tous 
les niveaux du roman de Bontempelli, linguistique, thematique et surtout metapoetique. 
Conformement a une logique de la contradiction, Eva se presente d’emblee cornme une 
creature passionnee par le mystere, tandis qu’Evandro, lui, est le promoteur d’une 
demystification, a ressorts mecanicistes. Mettant tout son grand oeuvre sous le signe de 
1’imagination, en tant que « forgeur de chimeres » (EU, 35), Evandro demonte ostentatoirement 
les mecanismes de ses prouesses. Dans un article intitule « Dissoluzione della femme fatale », 
Simona Micali, qui definit Eva comme «la tipica donna fatale ottocentesca », en opposition 
avec Evandro, qui, lui, est «il maschio intelletuale dell Novecento, ironico e dissilluso » 7 , 
insiste sur la mise en scene ironique de tout un repertoire romanesque traditionnel. Incarnant 
une conscience metalitteraire acerbe, Evandro mise sur le demasquement des lieux communs 
de la rhetorique du roman du XIX e siecle. Ainsi son apparition fantasmagorique dans la 
clairiere presidee par une Trichomancienne, qui lit l’avenir des gens dans les cheveux, offre le 
premier exemple du metissage magico-mecanique de ses trues : 1’automobile qui les conduit a 
son domaine n’est pas issue d’une extraordinaire metamorphose de la roulotte occupee par la 
voyante ; elle n’est qu’habilement camouflee par des branchages qui lui conferent une allure 
silvestre. Certes, comme le fait remarquer Evandro a de nombreuses reprises, «la situation n’a 
rien de surnaturel » (40). Lui-meme, malgre son apparition extravagante, n’a «rien de 
surnaturel ni de terrifiant » (34). Si Eva tremble devant lui comme « devant une presence 
infernale » (35), Evandro ne cesse de l’interroger sur cette confusion : « Que vois-tu done de 


7 Simona Micali, « Bontempelli e la dissoluzione della femme fatale », Itcilica, vol. 73, n°. 1, 1996, p. 53. 
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diabolique en moi ? » (35). Puisque, s’il n’est pas un demon, ni un enchanteur, en revanche il 
peut s’improviser en « magicien » et lui prophetiser l’avenir ou meme le lui construire : 
« Pourquoi te predire l’avenir? [...] Ne vaudra-t-il pas mieux que je le cree de toutes pieces? » 
(40) En effet Evandro construit un avenir tout en le decomposant sous les yeux avides de 
mystere d’Eva. L’incident de la voiture qui tombe en panne devient un pretexte pour un nouvel 
essai de desenchantement: « Non, il est certain qu’un hippogriffe ne serait pas tombe en panne. 
N’est-ce pas la un excellent moyen de rompre le charme ? » (49). Chaque composante de son 
domaine exhibe d’ailleurs l’absence de tout element merveilleux, se vidant des resurgences 
romanesques sous les coups d’un discours corrosif, qui semble avoir pour but de rompre le 
charme. Au bout de leur voyage vers l’orient, Evandro presente a sa nouvelle maitresse 
1’esplanade soigneusement decoree et la villa avec son fronton sobrement dessine de fag on a 
exclure tout vecteur de l’enchantement: 

Quelle deception pour toi, repliqua Evandre. Tu t’attendais a trouver au moins un 
chateau : des pics rocheux, des douves, des etangs glauques hordes de saules et des eaux mortes 
baignant les murailles chancies d’un manoir ; et, ici parmi une multitude de presence occultes, 
dans cette ambiance chargee de fulgurances et d’effroi, tu pensais cacher au monde entier, qui 
sait ? peut-etre un amour supreme. (52) 

Apres leur premiere nuit passee dans la villa, lorsque Eva reproche a son hote de ne pas 
savoir l’aimer, il recourt a l’ultime de ses soi-disant prouesses, une marionnette. En bon 
constructeur de paradis artificiel, Evandro decide de mettre a la disposition de la nouvelle 
maitresse du domaine un etrange compagnon : 

« Veux-tu que je depose des ouragans a tes pieds ? Trop romantique. Que je fasse 
apparaitre un cortege d’hamadryades et que je les mette a ton service ? Non. [...] J’use d’une 
magie trop irreparablement intelligente pour qu’il me soit donne d’evoquer une cohorte de 
monstres. [...] Je peux tout au plus te montrer une chimere... » (80-81) 

Si un maitre de maison quelconque lui aurait presente « une soubrette » ou « un valet », 
si un « magicien romantique » lui aurait fait decouvrir un « un gnome » ou un « un lutin » (85), 
Evandro, qui n’est ni l’un ni l’autre, mais rejoint plutot le surhomme futuriste, construit pour 
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Eva «une chimere aussi charmante qu’etrange » (81). II lui presente done Bululu, une 
marionnette, perpetrant ainsi la desacralisation du jeu de role et des modeles rhetoriques de la 
litterature bourgeoise 8 . 

La strategic des-incantatoire agit sur Eva qui ressent sporadiquement le poids de la 
desillusion. Elle se dit attiree dans un premier temps par T atmosphere merveilleuse qu’Evandre 
entretient autour d’elle, pour decliner ensuite sa deception : « garde-moi dans cet etat de stupeur 
que tu as su me procurer pendant de trop brefs instants... mais tu n’en es pas capable » (65- 
66). Ses reactions contre l’homme qui ne cesse de la priver du mystere et de l’enchantement 
intrinseques a son ame romantique, sont aussi promptes et brutales que les propos demystifiants 
de celui-ci: « Tu ne m’intimides pas, tu me desseches. Si tu es un enchanteur, ta conduite est 
inepte. Tu profanes le surnaturel. » (53) 

Et le surnaturel, dans Tacception d’Eva, est tout a fait different de la magie d’Evandro. 
Ses lettres, incluses dans les notes attachees a la seconde edition du roman de Bontempelli, 
laissent transparaitre une certaine fascination pour Tetrange. Ce sont de petits recits 
epistolaires, anterieurs au sejour d’Eva dans le domaine d’Evandro, qui racontent des histoires 
de fantomes, des reves, des evenements prodigieux, des incursions dans une nature 
merveilleuse. 

Le mystere, le merveilleux, le surnaturel restent done Tapanage de la femme, tandis 
que la « magie » « irremediablement intelligente » est le propre d’Evandro et de toute entite 
creatrice. N’oublions pas que lorsqu’Eva lui reproche son incapacity de l’aimer, ce a quoi elle 
voudrait que son amant renonce est ... son «intelligence ». Separe par une opposition 
apparemment irreductible, le couple Eva - Evandro est emblematique pour Taventure 
novecentiste bontempellienne, qui nait de tensions contradictoires. Les series d’oppositions : 
amour - intelligence, passion - raison, extralucidite - lucidite, merveilleux romantique - magie 
intelligente, qui concourent a la cristallisation des deux poles, masculin et feminin, renvoient a 
la dualite du « realisme magique », qui refuse a la fois le « realisme pur » et la « fantaisie pour 
la fantaisie », vivant par « le sens magique qu’il sait decouvrir dans la vie quotidienne » 9 . Or, 
la collaboration de Theroine et du narrateur pour la composition du recit de son aventure vecue 
dans le domaine d’Evandro evoque explicitement les deux vecteurs createurs opposes : 
Tattitude realiste et Timagination sans bomes. Mais ce que les lettres d’Eva revelent e’est que 


8 Cf. Simona Micali, op. cit., p. 55. 

9 Massimo Bontempelli, « Analogies », 900. Cahiers d’ltalie et d'Europe, n° 4, Cahier d’ete, 1927, p. 8. 
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c’est paradoxalement de ce type d’aventure, engendree par une magie intelligente et lucide, 
qu’a besoin la creature romanesque et merveilleuse. L’opposition Eva - Evandro n’est 
finalement pas tellement irreductible, d’autant plus que la femme se laisse stupefier par sa 
creature lucide, Bululu, seduire par son ami, representant de la rhetorique romantique du 
mystere, et fasciner par le philosophe, dont le syllogisme transforme la marionnette en l’homme 
le plus veritable. En realite l’ami, le philosophe et Evandro fonnent une triade creatrice qui, 
avec la marionnette Bululu, reussit a faire fusionner le reel et 1’extraordinaire. La fag on d’Eva 
de se rapporter aux « evenements singuliers » qu’elle traverse dans le domaine d’Evandro, 
cessant de s’en etonner et s’y abandonnant en toute confiance, prenant conscience du 
« surnaturel » qu’elle avait frole seulement apres qu’il avait disparu, renvoie a une aventure 
magique rnoulee dans une matrice du reel ou bien a une realite des plus banales mais suggerant 
sa preference pour une aventure autre : Le « banal » et l’« etrange » sont done indissociables, 
dans des circonstances «anodines » ou bien «singulieres » ; l’« extraordinaire » et le 
« quotidien » parviennent meme a se confondre sous un regard qui sait penetrer dans la 
profondeur des choses. 

Ancre dans le « realisme exact, enveloppe d’une atmosphere de stupeur lucide » 10 des 
peintres italiens du quattrocento, le « realisme magique » de Bontempelli se veut une peinture 
du « monde reel» qui laisse en meme temps supposer « un alibi inquietant de son interet le 
plus secret ». L’art litteraire rejoint la peinture des artistes du XV e siecle, qui, plus ils donnent 
« du poids et de la solidite a [l]a matiere », plus ils suggerent leur interet pour « autre chose qui 
se trou[e] autour ou au-dessus », plus ils pretendent reproduire fidelement la nature, mieux ils 
parviennent a «l’envelopp[er] de [leur] pensee figee dans le surnaturel » n . Dans le 
prolongement du « realisme mythique », evoque par Edmond Jaloux en 1924 12 , cette « forme 
demi-nouvelle de fiction » qui repose sur un realisme « brutal » et « precis », dans lequel on a 
introduit une « poesie centrale », une « atmosphere de reve et de magie », qui se degage « du 
spectacle meme de la realite » 13 , Bontempelli construit une realite exasperee par l’exces de 
concretion. Le « realisme magique » represente alors la tension qui nait de la fusion entre 
« precision realiste » et « atmosphere magique » 14 , et qui porte le nom « Stupeur ». 


10 Massimo Bontempelli, « Analogies », op. cit.. p. 7. 

11 Ibid. 

12 Edmond Jaloux, « Denier du reve, par marguerite Yourcenar », Les Nouvelles Litteraires, 23 decembre 1933, 
P-3. 

13 Edmond Jaloux, « Un mort tout neuf, par Eugene Dabit », Les Nouvelles Litteraires, 28 mars 1934, p. 3. 

14 Massimo Bontempelli, « Analogies », op. cit., p. 8. 
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Conclusions 

Dans Eva ultima la figure de la marionnette, emblematique pour l’aventure en tant que 
phenomene psychologique et esthetique, rejoint le renouvellement conceptuel du roman 
porteur des premisses du modernisme. La figure du marionnettiste, elle, revele le createur d’un 
theatre metaphysique de l’etre, ou l’individu se revendique a la fois du statut de marionnette 
du destin et de concepteur et « ordonnateur » de sa propre « stupeur ». 

Quant a l’ecrivain, nouveau demiurge et constructeur d’avenir, mais aussi simple 
marionnettiste qui manipule maladroitement les fils de sa creation, il cotoie le danger de 
l’invention de personnages-pantins, qui sortent de leurs destins livresques arbitraires. Tandis 
que l’ecrivain decouvre son double, son autre moi dans l’espace du roman, en 1’occurrence le 
narrateur, le personnage du roman d’aventure(s) moderne s’insurge contre la main invisible qui 
le conduit dans ses mesaventures, 1’intervention diabolique qui impose des bornes a son 
parcours et le geste sacrilege qui l’enferme dans une existence arbitrairement figee. La 
stupefaction de 1’auteur devant cette revolte atypique, qui lui enleve ses prerogatives 
traditionnelles, est celle du romancier en etat d’aventure devant un personnage, qui, loin 
d’accepter la condition de marionnette, deborde les attentes de son createur et se retourne contre 
lui. 
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Abstract: In Henry Bauchau’s work, the geological phenomena, either expressed or implied, equates 
the poetic principles that determine and govern the emergence and the structure of the poetic material. 
Relying on the same principles as the psychoanalysis, the purpose of geology is to explore the depths 
in order to extract the original material. The personal geology is understood as the overcoming of an 
individual sensitivity to anonymous layers, where the personal experience overlays with the life’s and 
the world’s circumstances. 

Keywords: writing, geology, depth, poetic material, psychoanalysis 


Dans l’oeuvre d’Henry Bauchau, les phenomenes geologiques, explicitement evoques 
ou suggeres, equivalent a des principes poetiques qui determinent et regissent l’avenement et 
la structuration de la matiere poetique. Sur les memes principes que la psychanalyse, la 
geologie a pour but l’exploration des profondeurs, « des couches plus originelles de [l]a 
geologie personnelle » (EE, p. 20), afin d’extraire sa matiere. La geologie personnelle est a 
comprendre comme le depassement d’une sensibilite individuelle vers des couches anonymes, 
ou les circonstances personnelles sont « plus vastes que la personne », et ou a E experience de 
l’individu se superpose «l’experience de la vie, avec le monde » (JA, p. 437). Comme 
Catherine Mayaux l’analyse, on trouve chez Henry Bauchau un «pressentiment d’une langue 
originelle oubliee dont la source se situe a la fois dans un monde tres ancien et au-dedans de 
soi, que la langue perdue de chaque individu est relie aux sites, aux histoires, aux archetypes 
les plus antiques du monde »'. 

C’est la hantise d’une ecriture redemptrice et recuperatrice qui inscrit la parole dans le 
fonds des ages, ou le langage humain et celui du monde sont intimement lies, comme celui des 


1 Catherine Mayaux, « Voyage en Babelie poetique : quand les poetes font leur egyptologie ... », in Houdart-Merot 
Violaine (dir.), Ecritures babeliennes , Ecritures babeliennes, Berne, Peter Lang, «Litteratures de langue 
franchise », 2006, p. 36. 
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personnages Pierre et Mademoiselle Merence : « [ils] sont encore a l’origine, ils sont encore 
jeunes, on veut dire jeunes dans la parole. Ils suivent le fil, le fil tenu, enchevetre, brise, mais 
toujours patiemment repris d’un langage souterrain » (RN, p. 363). Pour Bauchau, le langage 
n’est pas seulement un instrument accessoire, mais une partie vivante et dynamique de l’etre. 

Si l’ecriture est l’acte a travers lequel l’artiste tente de recuperer l’originel inscrit en lui, 
auquel il ne peut pas parvenir autrement, l’inspiration n’a rien d’exaltant, mais se reduit a 
« l’exploration des mysteres, des tresors encore dormants dans la memoire » (OSR, p. 187), 
des « merveilleux sediments », selon les mots de Francis Ponge 2 : 

Ainsi le plaisir de l’ecriture est de travailler cette matiere, sa joie est de la decouvrir, de 
lui faire place en soi et d’en etre pendant quelques instants transforme. Sans cette presence 
d’une realite souterraine, l’ecriture n’est rien, mais c’est par la reconnaissance interieure de ce 
rien que le tout peut advenir, non pas comme un savoir, mais comme etre de vie (JA, p. 437). 

Assimilees a l’inconscient, les profondeurs de la terre contiennent chez Henry Bauchau 
la source de la matiere langagiere qui exige d’etre apportee a la surface. En analysant la matiere 
des poetiques contemporaines, Michel Collot observe qu’on a affaire a une matiere premiere 
qui « sommeille en chacun de nous, dans un etat de latence et de confusion, ou se melent 
inextricablement affects, percepts et signifiants » 3 . Chez Henry Bauchau le noyau de la creation 
est place dans une « obscurite initiale » (EE, p. 18), un chaos primordial contenant le fonds de 
1’oeuvre : « La matiere est la, une matiere riche, mais tres peu ordonnee, parfois proche du 
chaos » (JA, p. 343). Ce chaos represente une dimension de nous-memes qui echappe a la 
rationalite, une matiere premiere pleine de formes et significations. Atteindre l’originel, 
parcourir les strates qui le recouvrent, devient pour Henry Bauchau condition essentielle pour 
comprendre le present. Aussi bien au niveau ethique qu’esthetique, la metaphore geologique 
de l’exploration du cache souterrain s’inscrit dans un besoin de revelation et d’eclaircissement. 

Henry Bauchau parle souvent de l’ancrage nocturne de la matiere poetique, de son sous- 
sol onirique : « Pendant la nuit je continue a penser a Antigone. De cette pensee nocturne 
emanent parfois des inspirations dont, le plus souvent, rien ne parvient a la pensee diume » 
(JA, p. 311). Le reve est, tout comme les profondeurs de la terre, une matiere premiere de la 
conscience poetique susceptible de feconder son imagination par l’acces aux impressions 


2 Francis Ponge, Methodes, Paris, Gallimard, «tdees», N° 249, [1961] 1971, p. 124. 

3 Michel Collot, La matiere-emotion, Paris, PUF, « Ecriture », 2005, p. 91. 
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sensibles. Aussi parle-t-il dans une page de son journal d’un « tres beau reve-poeme » (JA, p. 
150), qu’il n’a pas eu la force de capter, de « deux reves en forme de recit » (JA, p. 253). 

Le sous-sol sedimente de la memoire et du reve integre plusieurs matieres amalgamees, 
susceptibles de devenir matiere poetique ; il recouvre des images-souvenirs et des rythmes 
provenus d’un passe individuel et collectif, une matiere latente et indifferenciee, fertile en 
visions capables de guider le poete « de meandre en meandre vers ce qui sera le poeme »(PBG, 
p. 311). Le rythme represente d’une part les pulsions du corps qui font surface avec une certaine 
periodicite, mais il revet aussi une dimension psycho-cosmique, car il tient de l’inscription du 
moi dans les energies du monde, de la rencontre de l’individuel et de l’universel. Pour Jean- 
Claude Pinson, le rythme remonte aux couches primitives du langage « a une dimension de 
l’etre-au-monde ou la parole est davantage cri, geste ou rite incantatoire qu’une articulation 
d’un message » 4 . 

Le cri a l’origine de la parole poetique, par sa qualite de premier rapport au monde («je 
crie, je suis au monde » - PC, p. 16), rattache le poeme a la sonorite et aux sens. Inscrit, comme 
chez Saint-John Perse 5 , dans une origine marine, «le plus ancien des mots » (PC, p. 167) 
remonte pour Bauchau, comme le dit le poeme « La goutte d’eau » aux « cris de perle » (PC, 
p. 167), non par son caractere de preciosite, mais comme realite des origines qui condense 
l’anime et l’inanime, l’aquatique et le mineral. Le poeme est lie a une prehistoire du langage, 
ou l’organique et l’inorganique, l’articule et l’inarticule etaient encore meles : les mots « qui 
ont franchi la mer / pour s’enrichir dans d’immenses pays perdus / lorsque la vie etait plus 
lourde et plus sonore » (PC, p. 16-17). Fondee sur la materialite et la vocalisation du signifiant, 
l’ecriture repose sur une vibration premiere, d’ou emanent le moi et la parole. Plusieurs vers 
suggerent l’idee d’une consubstantialite marine de l’homme et du langage. Si les mots trouvent 
leur origine dans le « sel bleu de la mer » et « ses cris, ses bonheurs » (PC, p. 66), l’homme 
s’inscrit egalement dans la realite tellurique-aquatique primaire: «Le soir au Large en 
remontant / je retrouve le sel » (PC, p. 123). Ou plus explicitement encore, dans « L’escalier 
bleu » : 

Toute vie emplissant de force les narines 

s’amplifiait la, dans la lumiere sous-marine, 


4 Jean-Claude Pinson, Habiter en poete. Essai sur la poesie contemporaine, Seyssel, Champ Vallon, 1995, p. 
231. 

5 Saint-John Perse definit l’aventure poetique comme une « anabase » ou « retour a la Mer, a la commune Mer 
d’ou P oeuvre fut tiree », « Letre a Jacques Riviere du 21 octobre 1910 », CEuvres completes, Paris, Gallimard, 
« Bibliotheque de la Pleiade », p. 677. 
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la joue contre la pierre on sentait les marches 
le sel bleu de la mer et ses cris, ses bonheurs 
quand le feu l’etreignait jadis, le feu sans homines. 

La pierre devenue la servante du riche 
Etait dans l’escalier pauvre, domaine pauvre. 

Pierre de l’homme originel, pere confus 

homme encore englouti dans la mer, homme d’algues 

et de sel ingenu, vagabond mais le seul 

a vivre encor au temps plus vaste des racines 

les mouvements des grandes vagues immobiles (PC, p. 66). 

Comme ces vers le suggerent, l’homme de sel, a 1’instar des mots « brules de sel »(PC, 
p. 16), naissent d’une meme energie universelle concentree dans une fusion synthetique. Cette 
intensite des sens est propre aussi au langage poetique qui procede d’un dynamisme sensoriel. 
L’origination de l’ceuvre dans la mer est reliee au caractere maternel et materiel de la langue, 
ainsi qu’au devoir de la poesie de reactualiser l’experience primaire. Ainsi, la langue matemelle 
porte, inscrite en elle, une memo ire affective et garde la nostalgie de l’origine, comme les 
paroles de Valentine, la soeur du poete, qui « a travers leur sens premier sont chargees de la 
force, de la seve, de la tradition obscure mais vivace, du clan et de la terre natale » (JA, p. 145). 

L’experience poetique sera done depassement de la realite individuelle et deplacement 
vers une autre, pre-individuelle, recouverte par « les sables de la memoire » (RN, p. 180). En 
inscrivant la parole poetique dans la materialite du monde, les mots se chargent de cette 
materialite. Le poeme « Tao » evoque d’une maniere explicite la materialite du poeme, devenu 
un ensemble de roches dans le site poetique : 

Reine de jade vert et d’ivoire pali 
sois la perle de sang et le cil des prieres. 

Sois la flamme eclairant les palais obscurcis 
ou s’eveille un reveur de laque rouge amere. 

Un seigneur de la mer aux anciens chandeliers 
Est venu ranimer les images obscures 
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Les archers endormis sous 1’austere peinture 

Dans l’eau verte du songe entouree de glaciers (PC, p. 34). 

Les caracteristiques des roches convoquees dans ce poeme metaphorisent les traits 
essentiels de la matiere poetique. Le jade, qui a servi des le neolithique a sculpter des annes 
d’apparence reelle, mais inutilisables sinon a des fins rituelles, renvoie a l’idee d’arme du poete, 
et redit le role defensif de l’ecriture, comme le suggere aussi l’ivoire, egalement matiere 
defensive pour certains animaux. La poesie est cette forme solide, ciselee et polie comme la 
pierre dure qui peut emouvoir et defendre. Mais le titre du poeme attire egalement 1’attention 
sur le symbolisme oriental des images minerales deployees dans ces images. En Chine, le jade 
est considere comme une matiere pure et noble, qui, utilise dans les tombes, devient le symbole 
de la perennite et de l’immortalite. Associee au jade, la poesie celebre sa capacite a assurer la 
duree et l’immortabte. Repondant au souci de duree et de durete, la poesie est cette flamme, la 
lumiere spirituelle, qui eclaire un reel obscur, nee du reel meme. 

Les traits materiels des mots (leur timbre, leur melodie) sont charges d’investir la 
richesse des sensations et des experiences. Les paroles apparaissent comme des realites 
materielles ambigues, « grands demons de sel » (EE, p. 154), a la fois cristallisation d’une 
essence qui peut emerger par l’evaporation de l’eau, mais aussi de materialite dissoute dans 
une substance universelle. Ce recours a la materialite pour en faire une matiere poetique, inscrit 
le propos poetique d’Henry Bauchau dans un desir de faire sens a partir du sensible, qui est 
propre a la generation de l’apres-guerre. Ainsi, l’oeuvre d’Andre du Bouchet met en place, selon 
Anne Gourio, « toute une geologie du mot. Loin d’etre des signes, les mots sont au contraire 
des entries materielles, substantielles, que l’on goute et dont on eprouve les contours 
rugueux » 6 . 

Chez Henry Bauchau les mots entrent souvent en resonance avec la loi du mineral, dont 
la capacite resistante tend parfois a imposer ses lois ; l’ecrivain se voit parfois contraint de s’y 
soumettre et d’accepter qu’il ne peut pas les controler. Bauchau developpe une conception du 
langage soumis au processus de degradation, surtout a cause des medias et de la publicite qui 
l’« use, erode et affadit constamment » (EE, p. 43), d’une langue « constamment pillee par la 
publicite » (EE, p. 155). L’idee d’une precarite des mots etait aussi exprimee par Francis Ponge 
dans « Les ecuries d’Augias » : les mots ont ete soumis, selon lui, a « un long usage, sur toutes 


6 Anne Gourio, Chants de pierre , Grenoble, ELLUG, « Ateliers de l’imaginaire », 2005, p. 285. 
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leurs faces deja frottes et polis » 7 . Approche de la parole de Lorand Gaspar est parcouru selon 
Anne Gourio par « le leitmotiv de la langue erodee » 8 . Toutefois, la perspective de Gaspar est 
differente en ce qu’elle inscrit ce phenomene dans le mouvement de la vie, comme signe d’une 
continuite entre la vie de la matiere et celle de la parole. 

Chez Bauchau, l’idee de langage erode renvoie a celle d’un usage conventionnel de la 
parole. Le langage - materiau de la creation litteraire - a deja ete fa?onne par les nombreux 
emplois (« Le mot a servi trop de maitres » - PC, p. 34, dit le poeme « Tao ») et devient en 
consequence impuissant et inefficace devant la realite interieure qui exige d’etre 
communiquee : « Les mots ont du etre broyes quelque part par la formidable machine qui 
secrete ce ciment odieusement lisse et banal, dans lequel vous ne savez pas comment vous 
inserer » (D, p. 190). Le mot « ciment » n’indique pas ici la matiere capable de reunir des 
matieres dispersees, mais une matiere produite artificicllcment, tel le « beton nu » de la ville, 
qui s’oppose a l’epanouissement naturel. Le mot cimente oppose sa rigidite a l’ecrivain en 
quete d’une formule expressive legere, chargee de tonalites affectives. En ce sens, l’ecrivain 
devra se faire un veritable Orphee, capable de faire chanter les pierres, de forcer le pouvoir 
suggestif des mots. 

A Toppose de la durete, T erosion du langage menace la densite de l’expression. Le 
travail d’ecriture implique alors un travail sur la langue pour soustraire les mots a cette usure 
et les investir d’une autre densite, leur reinsuffler le souffle primitif. La menace de dissolution 
du langage mene chez Henry Bauchau a la valorisation du langage universel et des arts 
plastiques. Comme pour Michaux, une certaine mefiance a l’egard du pouvoir evocateur de la 
parole justifie son attirance pour la peinture et la sculpture. 

Toutefois, meme si les mots apparaissent parfois « uses » (AD, p. 120), ce qui compte 
est qu’ils arrivent a exprimer « dans un espace limite un peu de la beaute pleniere » (AD, p. 
120). Travailler cette matiere langagiere erodee signifie sur le plan poetique risquer de perdre 
la consistance de Texpression verbale, faire T experience de T instability, analogique a celle de 
la marche sur le sable, parvenir a des « ecritures derisoires », tracees en « mots de sable » (EE, 
p. 125) : « Je reprends pied peu a peu mais on dirait que le livre se perd dans les sables » (EE, 
p. 63). Pour Henry Bauchau, ecrire sur le sable « c’est bien ce qu’on vit chaque jour : les 


7 Francis Ponge, « La Seine », Tome Premier, Paris, Gallimard, 1965, p. 526. 

8 Anne Gourio, op. cit., p. 385. 
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pensees, les mots, les sons, les images apparaissent, se transforment, s’inversent et s’effacent 
sans cesse » (EE, p. 154). 

Dans l’acte d’ecriture, il s’agira en consequence de redonner au langage erode un peu 
de sa densite. L’erosion poetique, comme l’erosion geologique, a des proprietes disloquantes, 
ce qui engendre chez Bauchau le sentiment d’une oeuvre fragmentaire, comme detachee du 
continent: « Dans le reve d’aujourd’hui emerge l’obligation de passer dans le secteur textile. 
Je m’y assigne done au texte-ile. Je ne ferai pas une oeuvre continent mais un texte-ile et le 
poeme est bien cela » (AD, p. 418). Le poeme-ile renvoie a la dimension de la poesie en tant 
que terre originelle qui contient encore la densite du langage, a une vision du poeme comme 
prolongement du monde qui l’entoure, mais aussi a une esthetique qui instaure l’idee de la 
fragmentation et de la discontinuity en tant que mode d’expression. 

Mais, comme l’indique Yves Soule a propos de Rene Char, « l’erosion est [...] la loi 
de la riviere » 9 , qui dans ses mouvements reporte des alluvions et de sediments, ce qui attribue 
a la precarite langagiere des potentialites signifiantes. II s’ensuit que le sens est a chercher 
parfois dans le non-sens, la stability dans le dynamisme et 1’integrity dans la fragmentation. 

Une conclusion qui s’impose est que l’ecriture bauchalienne ne surgit pas d’une 
exaltation de la parole, mais d’une lutte avec le langage. Non seulement la matiere du reel est 
regie chez le poete par une conscience anthropomorphique, mais la matiere langagiere puise 
aussi sa source dans une realite indissociee. La poetique de la matiere rejoint celle du poeme. 
En travaillant sur la matiere langagiere, l’ecrivain fait l’experience de « la pesanteur et [de] la 
liquidity des mots », de «la pesanteur des mots / ravages par l’angoisse » (PC, p. 241). A 
certains moments, il accuse les mots qui « ne coulaient plus comme le reste » (PI, p. 168) ou 
bien parle de l’ecriture qui « semble couler d’une source plus profonde » (JA, p. 273). Reflet 
d’un conflit intime, la matiere verbale change constamment de densite, selon qu’elle se fait 
resistance a une pression exterieure en opposant sa durete ou, au contraire, coule directement 
de sa source sans rencontrer de difficultes. 

La liquidite traduit 1’aspect fluctuant de l’ecriture tout comme sa progression 
irreguliere. « Les paroles sont comme l’eau, rien ne leur resiste. [...] Les paroles sont comme 
l’eau, elles s’ecoulent. [...] Si l’eau se perd dans des terrains mouvants, qui deviennent des 
boues, qui deviennent des marais, on a beau desirer parler on ne peut plus rien dire » (D, p. 


9 Yves Soule, Rene Char, Une geologie talismanique, Paris, L’Harmattan, « Critiques litteraires », 2006, p. 
196. 
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165). La liquidite des mots risque de diluer leur solidite referentielle. Cette instability est reflet 
de l’inconsistance de la realite. La compacite du mineral peut renvoyer au mutisme (non sans 
rapport avec l’avenement tardif et difficile de la matiere poetique pour Bauchau), mais aussi a 
la forte concentration de silence dans l’ecriture (« II faut ecrire ainsi / presque au point de se 
taire » - PC, p. 14). 

La solidite et la liquidite du langage peuvent coexister, comine dans la voix d’CEdipe, 
« pleine de force et de douceur » (OSR, p. 220), la douceur donnee par 1’articulation des 
voyelles et la force par la sonorite des consonnes ou dans la parole de la Sibylle, « parole de 
la terre, parole des eaux en mouvement creusait une voix permettant de contourner la Grande 
Muraille » ( EE, p. 116). C’est dans ce melange que se construit le langage poetique, compose 
d’une sonorite fluide et d’une signification solide. Le langage poetique spiritualise la matiere 
du reel et fixe l’instant qui devient une chose durable. 

La loi de l’eau semble gouvemer le fonctionnement de la matiere langagiere : situes 
entre dissolution et cristallisation, erosions et alluvions, les mots remontes a la surface sont 
susceptibles d’acceder, par le travail de l’ecrivain, a la faculte de matiere-emotion. Ce 
dynamisme qui rapproche poesie et geologie est le signe que l’impulsion creatrice n’est que 
l’eveil au mouvement de la matiere-energie, qui anime a la fois l’univers et l’homme. Si la 
nature polymorphe des mots rend difficile leur choix dans l’investissement de f emotion 
poetique, la tache du poete consiste precisement a utiliser cette ambiguite materielle afin de 
rendre la plurivalence des affects, irreductibles a un sens unique. 

Bibliographic de l’ceuvre : 

BAUCHAU Henry, Les Annees difficiles. Journal 1972-1983, Arles, Actes Sud, 2009 ; 
Poesie complete, Arles, Actes Sud, 2009 ; Le Present d’incertitude. Journal 2002-2005, Arles, 
Actes Sud, 2007 ; La Dechirure, [Paris, Gallimard, 1966], Arles, Actes Sud, 2003 ; Jour apres 
jour. Journal 1983-1989, [Bruxelles, Les Eperonniers, « Maintenant ou jamais », 1992], Arles, 
Actes Sud, « Babel », 2003 ; Passage de la Bonne-Graine. Journal (1997-2001), Arles, Actes 
Sud, 2002 ; L’Ecriture a l’ecoute, Arles, Actes Sud, 2000 ; Journal d’Antigone (1989-1997), 
Arles, Actes Sud, 1999 ; (Edipe sur la route, Arles, Actes Sud, « Babel », [1990] 1992 ; Le 
Regiment noir, [Paris, Gallimard, 1972], Bruxelles, Labor, 1992. 

Bibliographic critique selective: 


383 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


COLLOT Michel, La matiere-emotion, Paris, PUF, « Ecriture », 2005 ; GOURIO 
Anne, Chants de pierre, Grenoble, ELLUG, « Ateliers de l’imaginaire », 2005 ; PERSE Saint- 
John «Lettre a Jacques Riviere du 21 octobre 1910 », (Euvres completes, Paris, Gallimard, 
« Bibliotheque de la Pleiade » ; PINSON Jean-Claude, Habiter en poete. Essai sur la poesie 
contemporaine, Seyssel, Champ Vallon, 1995 ; PONGE Francis, Methodes, Paris, Gallimard, 
<ddees», N° 249, [1961] 1971 ; PONGE Francis, « La Seine », Tome Premier, Paris, Gallimard, 
1965 ; SOULE Yves, Rene Char, Une geologie talismanique, Paris, L’FIarmattan, « Critiques 
litteraires », 2006. 

Finantarca pentru publicarea acestei lucrari s-a realizat de catre Programul Operational 
Sectorial Dezvoltarea Resurselor Umane prin proiectul „Sistem integrat de imbunatatire a 
calitafii cercetarii doctorale §i postdoctorale din Romania §i de promovare a rolului 
§tiintei in societate”: POSDRU/159/1.5/S/133652. 


384 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


THE BOOK OF HAPPENINGS OR THE BOOK ABOUT 
ANA/METAMORPHOSIS OF FICTION IN §TEFAN AGOPIAN’S VISION 


Laurentiu Ichim 

Assist. Prof., PhD, ’’Dunarea de Jos” University of Galati 


Abstract: The postmodern fiction game bears the unmistakable mark of Stefan Agopian writing. In “The 
Book of Happenings ” the title begins by calling the performing efficiency of the traditional literary 
narrative instrumentation and the reader accepted verisimilitude effect into the counter-phrasing and 
implicitly into the postmodern irony. Far from being a model exercise of canonical literary writing - 
the book deconstructs the tricks of literary conventions realism or those of historical literary prose as 
a deconstructive programmatic exercise - behind which the writer’s ironic and amused smile can be 
guessed - the writer playing amused the making and non-making of literature, both in substance and 
in fact. 

Keywords: postmodernism, fiction, textual deconstruction, verisimilitude 


Carte deopotriva fascinanta si surprinzatoare, Manualul intamplarilor pare a-si asuma 
deschis intcnpa didactica in ceea ce prive§te construct,^ subiectului, respectiv a formei vizibile 
a naratiunii. Subtitlul, insa, - Un altfel de Roman - si insiruirca celor §ase capitole - Moartea 
pentru patrie, Cumpatarea, Arta razboiului, Poveytile Geografului, Crdciun cu Miloradovici, 
Lazaret - atrag atcntia cititorului avizat in privin^a procedurilor textualiste ori a acelor de tip 
metaiictional istoriografic - pe care se astcapta sa le gaseasca in textele lui Agopian. 

Atrag atenpa §i, in egala masura, produc suspiciune, cititorul putand banui, pe buna 
dreptate, ca are de-a face cu o serie de atrape false. Fara nicio legatura aparenta intre ele, titlurile 
celor §ase sccvcntc ale acestui roman altfel rezoneaza intertextual, dar fara adresa precisa. 
Difuza in text, intertextualitatea se nutre§te din fantezia scriitorului §i amandoua par sa 
funcl,ionezc ca un procedeu complex de ascundere prin descoperire (asa cum definea Cantemir, 
in Istoria ieroglifica, alegoria, dar fara mecanismul retoric imediat perceptibil de acolo). 

Caci Manualul este o carte cu talc. 

Rafinamentele stilistice §i erudifa fantasta a acestui „renascentist intarziat”, 
„degustator rafinat al cuvintelor mustoase pe care le scormoncste patima§ in cronici si 
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hrisoave” 1 , estetizarea demultiplicata ingenios prin parabolic si grotesc sunt particularitatilc 
unei scriituri cu dubla rniza. Pe de o parte, tehnologia narativa cu care opereaza textul este 
simultan prezenta si in-opcrationala, prin parodie - este vorba, in termenii lui Radu G. Teposu, 
despre „convcnl ! ii asumate fiindca intreaga atmosfera a carpi, stilizata pana la exces, se intoarce 
impotriva artiiiciului, datorita subtextului parodie” 2 . 

Pe de alta parte, nivelul stilistic deosebit de elaborat, inzestrand instrumentul lingvistic 
cu o carnatic grea de sensuri abia ghicite, „sobrietatea erudita, gravitatea arhaizanta si 
melancolia” sunt ipostazele unei fonne de „estetism cinic” 3 , ce se revendica de la modelele 
livre§ti cu cifru - Cervantes, Voltaire. 

in acest mod, extrem de precaut, dar a carui prccaupe se transforma in sub stanza 
stilistica densa, traind prin ea insa§i, dincolo de orice posibila aluzie politica, Manualul 
mtamplarilor opacizeaza spa|iul generic al dictaturii. 

Nu intamplator, asemeni lui Radu G. Teposu, 4 §i alp critici remarca materialitatea 
groasa a scriiturii si posibilitatea de a o citi ca pe pura gratuitate estetica, ca pe un mod de a 
camufla o atitudine in plan existential, ori ca pe un cumul de moduli tap prin care structura 
(aparent) contradictorie a spiritului creator se lasa aproximata. in acest sens, Dan C. Mihailescu 
vorbe§te despre o „reverie ludica §i multicolora, fantasme naratc jucaus, montaje suprarealiste, 
voluptati baroce, (...), frazare poetica, multe mclin(lucntc hipnotizante ori dimpotriva, sincope 
buimacitoare cu sonoritati de haiku, morbidezza si meraviglia: ca pretext pentru spectacolul 
exegetic, totul este de o generozitate aproape unica in proza noastra de azi” 5 . Totodata, 
intclepciunca de csenta nastratineasca §i marcile textuale ale profilului auctorial, asa cum reies 
ele din intersti^iile textului, sunt sintetizate de critic intr-o maniera care adauga - ea insasi, cu 
virtu^i estetizante - un plus de atmosfera spectacolului de stil: „Agopian este un bufon inielept 
sucit §i rasucit in viziuni fara varsta §i dincolo de spapu, me§ter (armeanul) in aurarie si 
ritualuri, cu dulceata, un sceptic rafinat, solitar §i convivial deopotriva, un morbid cu masura 
egofda, crud, uneori ricaneur de temut, dar pentru care hedonismul, sordidul narcisiac din 
licorile sinelui, e litera de aur. 6 


1 Teposu, Radu G., Istoria tragica §i grotesca a intunecatului deceniu literar noua , Ed. Eminescu, 
Bucure§ti, 1993, p. 133. 

2 Idem, p. 134. 

3 Ibidem. 

4 In termenii criticului, in Manualul mtamplarilor „fraza e imbibata de materialitatea imaginilor, curgerea ei 
este lenta si vascoasa, iar efectul e tras cel mai adesea din topica §i comparafii”, idem, p. 135. 

5 Mihailescu, Dan C., Somnurile luiAgop, in „Ziarul de Duminica”, noiembrie, 2001. 

6 Ibidem. 
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Coloratura manierista a narapunii este remarcata de Mircea Cartarescu, pentru care 
,J\danualul este o demonstrate postmodema cu miza mctaficponal istoriografica, identificabila 
la nivelul fabulei - «intamplarile» din titlul carpi sunt pasloase penduland intre un regim al 
realului subtirc §i nelamurit §i un regim al imaginarului de o vasta intindere” 7 . 

Accentul pus pe dicpune permite rcconstrucpa culturala din urme intertextuale savant 
orchestrate, dispuse heterotopic intr-o fesatura ce evoca „un cabinet de stampe §i gravuri colate 
savant, in care nu faptele, ci manierismele prezentarii lor conteaza” 8 . 

Alcatuita pe principiul puzzle, narapunca - cu toate categoriile fomiante in 
degringolada, asculta de regulile eclerajului rafinat, ale picturalitapi, elaborand o cronotopie 
incerta, cu istoricitatea pulverizata la nivelul celor sase sccvcntc ce alcatuiesc acest roman 
anapoda, in care nimic nu se intampla, in afara unui „taifas etem”, „in cursul caruia o crudipc 
eteroclita, abstrusa, amesteca titluri de cart, aforisme si citate din toate vremurile”. 9 

Blocarea sistematica a tuturor traseelor referentale, aproape imediat ce au fost create - 
prin titlurile capitolelor, de exemplu - si multiplele pseudodefiniti ale stariipe loc, ale statului 
degeaba, ale pasivitapi ca mondus vivendi - sunt indicii ale pamfletului politic. 

Nu altceva afirma Paul Georgescu, criticul care, cel dintai in ordine cronologica, 
sistematizeaza toate virtualitaple semantice ale verbului „a sta”, si redistribuie, prin acest raport 
oximoronic, ce leaga titlul de miza (in)aparenta a cartii, ecourile paratextului asupra intregului 
Manual. Sugerand ideea subtextului politic, observapile criticului pot fi citite, astazi, §i ca un 
argument vizand a§ezarea structurilor si a categoriilor narative in romanul istoric, respectarea 
unui algoritm cauzal §i faptic, precum §i presararea scriiturii cu o serie de informapi capabile 
sa creeze efectele de real necesare. In cazul Manualului, insa, iluz.ia de real este masiv afectata 
de catre personajele programate sa stea, ca §i de o constructe narativa ce arunca in aer toate 
regulile. 

in aceasta lume dezorganizata cu tending, pe toate planurile, „se sta cu toptanul, (...), 
se sta cu nuance, §i, de§i s-ar parea ca se sta degeaba, se sta cu skepsis”; aici, „«a sta» este o 
actune”, o luare de pozipe, un raspuns dat imprejurarilor inconjuratoare, o evaluare a lucrurilor 
si o viziune asupra lumii; „a sta de-al dracului inseamna a sfida defensiv, a se impotrivi pasiv 
unei ameninpiri sau unei primejdii, a rezista presiunii lucrurilor inconjuratoare §i in fine a se 


7 Cartarescu, Mircea, Postmodernismul romdnesc , Humanitas, Bucure^ti, 1999, p. 436. 

8 Ibidem. 

9 Idem. p. 434. 
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inradacina in cxistenta, pur si simplu a continua sa cxisti impotriva lumii, a te incapa^ana sa Hi 
in pofida a orice”. 10 

Pe fondul de a§teptare lectoriala programata, creata cititorului de titlul ce aminte§te 
limba de lemn ca semn al spapului dictatorial al anilor ’80 - Moartea pentrujuitrie - cele doua 
personaje ale primului capitol, loan Marin, geograf §i Zadic Anneanul functioneaza atat ca 
ipostaze ale stdrii anapoda, in contra tuturor, cat §i ca nuclee in care Agopian aduna, pentru o 
demonstrate de virtuozitate a rebours, „fonnule intrinseci - sau deviante ale narapunii”: 
modelul picaresc, insista asupra explorarii izvoarelor epicului, asupra coborarii la nivelul 
originar, acolo unde se coaguleaza narapunca in fonnele ei primare, pentru a idcntilica §i prelua 
acele structuri compatibile cu miza multipla a romanului. Faptul e de natura sa justifice, cred 
autorii Dicfionarului, pozipa de „loc geometric al tuturor virtualitaplor narative” ale prozei lui 
§tefan Agopian, 11 barocul balcanic , cu incarcatura lui spectaculara, mixata cu absurd factual §i 
dccadenta stilistica, 12 picturalitatea de sursa mateina ori revendicandu-se de la „un Goya 
imblanzit de placerea cu care-§i lucreaza capriciile.” 13 

Situap istorice§te in avanscena rcvolupci lui Tudor Vladimirescu §i a Regulamentului 
Organic, in ziua a §aptesprezecea a lui aprilie, anul 1807, loan Geograful §i Zadic Anneanul, 
adormiti intr-o balta plina cu broa§te, mocirloasa, se trezesc. Batjocura la adresa acestei 
putemice categorii narative, personajul, cscntiala pentru buna funcponarc a modelului factual 
al romanului istoric, este ostentativa. 

Personajele se trezesc, dar nu de tot, Zadic se a§eaza in patru labe, fara vreun motiv 
aparent, apoi se culca la loc in noroi. Ceea ce s-ar fi cuvenit sa fie o portretizare necesara a 
celor doi este programata sa esueze in ridicol, iar cainele care vine nu se §tie de unde si se 
tolane§te, alene, langa cei doi care merg - nu se §tie incotro si de ce - dar se opresc imediat 
pentru a se mai odihni pupn - intrege§te un tablou parodic aproape non-narativ, completat de 
prezenta unui narator cu funepa de narare mult atenuata si, oricum, necreditabil ori de-a dreptul 
neinteresat de ceea ce fac personajele - Geograful loan si Zadic: „Un soare verzui se a§temu 
peste ei. Anneanul Zadic, ca un pasaroi slabanog si mocirlit tot, isi facu vant si se inapa peste 


10 Georgescu, Paul, Cu o sumbra splendoare, in „Romania literara”, nr 16 / 1985. 

n Zaciu, Mircea, Papahagi, Marian, Sasu, Aurel, Dicfionarul esenfial al scriitorilor romani, Ed. Albatros, 
Bucure§ti, 2000, p. 14. 

12 A se vedea, in acest sens, Dicponarul analitic de opere literare romane$ti, coordonat de Ion Pop, A-M , ed. 
definitiva, Ed. Casa Cartii de §tiinta, Cluj-Napoca, 2007, p.556. 

13 Petra§, Irina, Literatura romana contemporana, Ed. Casa Cartii de stiinta, 2010, p.140. 
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intamplarile acestei lumi ...” 14 - impreuna cu cainele, „Plecara intr-o vreme §i cainele pomi 
dupa ei si pe urma inaintea lor, dupa cum o fi avut chef’ 15 . 

Cheful sau lipsa de chef - caracterizeaza acest spapu incert, in care principiul de 
progresie narativa e o cauzalitate programatic rastumata ce amesteca reperele temporale atat 
intre ele cat §i cu o serie de informapi (pseudo)erudite a caror autenticitate este in sine lipsita 
de relevan(a: Bre, sa §tii ca azi e chiar Pa§tele §i noi nu §tiuram deloc! spuse Zadic. / - Nu e! 
spuse loan, ca, daca era, trebuia sa fi mers la inviere aseara si noi n-am mers. Soarele se ridicase 
in crcstctul lor si mirosea bezmetic a ierburi incinse de-amiaza. De undeva, de departe, vantul 
aduse mirosul musepdului in narile lor. / - Bine-am facut, bre, ca ne-am a§ezat un pic ca sa nu 
obosim prea tare. Cum a zis Platon: Sufletul omului... / - Da, stiu! spuse loan, pruden(a, Taria 
sufleteasca, Dreptatea, Cumpatarea. «Prudcnta ne arata cea dintai Beatitudinea, iar celelalte 
virtup ne poarta ca trei drumuri asemenea, spre acccasi Beatitudine.» / Stau §i ma gandesc, bre, 
spuse Armeanul, de ce-o fi nevoie de patru cai, cand una e prea de-ajuns? / - Marsilio Ficino, 
spuse celalalt, arata ca o singura cale ajunge: «caci prin acest dar pe care-1 poarta in ei, unii 
infrunta cu sufletul tare ori moartea pentru crcdinta, ori moartea pentru Patrie, ori moartea 
pentru parinti.»” 16 . 

Autoritatea intertextului celebru, pusa astfel in criza, este completata de o serie de 
obscrvapi metatextuale care identified cele doua niveluri ontologice care ar trebui sa-§i 
corespunda izomorf, garantandu-se, astfel, echilibrul si fun cp on area unei naratiuni literare pe 
tema istorica. insa lucrurile stau altfel aici, unde rclapa dintre autor si personajele sale asculta 
de acea gramatica liberala care, deconstruind arhitectura traditionala a romanului istoric, adica 
o convenpe ce mizeaza pe eliberarea de/din funepe a categoriilor narative care, abia in acest 
mod, autoreflexiv §i deliberat auto-destructurant, pot da seama de ele insele. Situate la nivelul 
lor de cxistcnpi textuala, personajele sunt con§tiente de statutul lor fictional §i de programarea 
de destin care le motiveaza, pun in discupe - la modul parodic - auctorialitatea - ca pozipc 
privilegiata si concept tare al modemismului, precum §i cauzalitatea (falsa) ca motivate 
factuala. Deocamdata, personajele stau intrucat doar in mintea creatorului lor, textul care merge 
inainte sau lectura le pot anima. Confuzi in privinta a ceea ce pot face - dar nu §i in privin(a a 
ceea ce sunt - cei doi fac, din cand in cand, gestul bautului din plosca, se gandesc sa mearga 


14 Agopian, §tefan, Op ere I, (Insemnari din Sodoma, Drumul, Republica pe e$afod, Zina Mdniei, Manualul 
mtdmplarilor, Tache de catifea), Ed. Polirom, Ia§i, 2008, p. 334. 

15 Ibidem. 

16 Idem, p. 335. 
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sa joace zaruri §i, in cele din urma, abandoneaza orice gand: „Baura din plosca pana o golira 
de tot, ca sa nu mai fie nimic de poftit in ea. Se simtira mai usori o vreme, de dorin^a, apoi iar 
avura chef sa bea §i asta ii napadi ca o negura §i fiecare se gandi la ceva frumos ca sa uite. 
Zadic la balurile muscale§ti, unde intra mascat ca un turc si speriind feticele asudate, si loan 
Geograful la tara Engliterei, unde nu fusese niciodata. Pe urma nu se mai putura gandi la toate 
astea sau la altele care or fi fost in amiaza aceea caldu^a §i inmiresmata” 17 . Iar in spatele 
naratorului se dovede§te a fi un autor care, printr-o metalepsa ostentativa, i§i asuma fara niciun 
rost narativ motivul manuscrisului gasit, delegandu-si autoritatea §i atribupile lui loan, virtual 
auctor infabula §i geograf simbolic al spapului scriptural: „§i despre urma lor nu s-a mai shut 
nimic, decat aceste cuvinte de le-a scris loan pe o carte a sa, Ghiografie : «Sa se §tie ca aceasta 
carte ce se numcstc Ghiografie, adica scrisoarea a toata la|,a pamantului, o am cumparat-o eu, 
cel mai jos iscalit, cu taleri §ase»”. 18 

Esccul naratiunii in a contura intamplari este completat de a doua sccvcnta a cartii, 
Cumpatarea, acolo unde, pe fondul unui insert extra-temporal ce abole§te printr-o deschidere 
spre prezentul enuntarii, aspectualitatea fluida a verbelor, si prin coloratura unui tablou flamand 
(u§or)parodiat: „Lumina galbena ca mierea ii lovi pe cei doi in ochi in timp ce se mi§cau usor 
mai intr-o parte” 19 , se reunesc loan Geograful, Zadic Armeanul, Dulaul Magog, Episcopul Iosif 
si un calugar aflat la fa^a locului, ca si ceilalp, nu se Stic din ce motiv. Dczmintindu-si doar pe 
jumatate statutul de picaro-postmodern, Zadic i§i insira meseriile intr-o dezlan^uita cacofonie 
enumerativa care, amestecand sonoritaplc grece§ti cu cele frantuzcsti, meseriile reale cu 
sccvcntc sonore lipsite de referent in realitatea istorica, culmineaza cu meseria de poet: 
„zugrav, tufecciu, fisicciu, surecciu, hangiu, arenda§, bocceagiu, legator de carti, cer§etor, 
margelar, ciubucciu, macelar, cherestegiu, dogar, vanzator de fier, bragagiu, scrbecciu, cerar, 
lumanarar de ceara, lumanarar de seu, dulgher, zidar, pescar, uleier, sapunar, samsar, panzar, 
olar, turtar, fantanar, potcapier, varar, alamar, precupel, bucatar franl,uzcsc, actor, franzelar, 
fierar, potcovar, cuptar, alagiu, basmagiu, halvagiu, traistar, comisionar, amorez, surecciu, 
povamagiu, vivliotichier, §motrar, parunau, hristian, egar, gealat, papagiu ...” 20 . 


17 Idem, p. 337. 

18 Ibidem. 

19 Idem, p.339. 

20 Idem, p. 340. 
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Pe buna dreptate Adrian O^orn identified, aici, „placerea pur palatala a rostogolirii 
fonetice a unor cuvinte lustruite de patina istoriei” ce suspenda timpul narat §i timpul narant si 
deconcerteaza cititorul. 21 

Asemenea tabloului caragialian al Mo§ilor, §i aici, „enumerarile nesfarsitc, figura a 
simultancitapi §i aleatoriului, comuna unor curente premoderne (manierismul sau barocul) si 
postmodernismului, iau locul structurilor logice, arborescente §i determinismului clasic”. 22 

Auto-generativ pana la saturate, mecanismul textual se rcascaza, apoi, intertextual, 
preluand reverberapi de epoca §i extrapoland scrisorile lui Ion Ghica catre Vasile Alecsandri 
in spapul permisiv al Marelui Text al lumii. Istoria, in versiunea beiului de Samos, permite 
reactualizarea legendei populare despre domnitorul Mavrogheny in versurile lui Zadic, fost 
bufon de curte, si in gandurile lui loan, care inventariaza, sub semnul zeugmei, intamplarile 
domniei lui Mavrogheny: „Ioan Geograful tacea §i nu zicea nimic, se gandea numai la 
intamplarile de le avusese inainte §i acum dupa atata vreme, razboaiele sub Mavrogheny §i 
foametea, si ciuma, §i §colerii. / §i auzi, bre, pe mine m-a angajat in locul dulaului Magog, sa- 

i stau la picioare §i sa ma mangaie pe cap, zicand ca-i place parul meu sarmos. Mancam bine 
si din cand in cand trebuia sa latru”. 23 

§i, pentru a 11 mai convingator, Zadic face pe loc o demonstrate de comportament 
cainesc care sa justifice asocierea sa, in arhondologia a-tipicului, ciudatului Mavrogheny 
(prezentat de Ghica, in Ba/tareiu, de pilda, drept un om al extremelor), cu rangul de medelnicer. 

Ubicuu §i straniu, dulaul Magog apare §i dispare din negura, e cand un caine plictisit, 
cand o stare de spirit, cand un inval,at erudit - ar li redactat, in tinere^e, o lucrare intitulata 
Continentia - cand un negustor dornic sa vanda o agata llladclla falsa. 

Intoarse din nou cu fal,a catre cititorii avizap, personajele isi reitereaza statutul de 
prizonieri ai carpi si ai spapului dictatorial: „Nu §tii ca n-ai unde sa pleci? Peste tot e la fell” 24 , 

ii spune Zadic Geografului loan, care se hrane§te cu o singura aspirate - sa evadeze in 
Englitera. si, demni actori ai teatrului intertextual ve§nic, pronunG cuvinte suspecte contra 
stapanirii, in cheie parodiat - eroica care pennite identificarea §i cumularea, intr-un portret ad- 
hoc, a unor trasaturi ale dictatorului: „Era un bepv inrait!”, zice dulaul Magog, era „afemeiat”, 
afirma Zadic, §i, din senin, acela§i Magog (pseudo)citeaza: „§i prea-nleleapta Heloys / din vina 


21 Otoiu, Adrian, Ochiul bifurcat. Limba sa§ie, Ed. Paralela 45, 2003, pp. 64-65. 

22 Cartarescu, Mircea, op. cit., p. 434. 

23 Agopian, §tefan, Opere I .... p. 340. 

24 Idem, p. 344. 
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cui scopit ramas-a.” 25 in semn de maxima ircvcrcnpozitatc, pentru subiectul abordat, top se 
ascaza in patru labe. 

Evocand simultan, in mintea cititorului cunoscator, titluri mai vechi sau mai noi pe care 
Agopian le preia, calchiindu-le forma si antamand o astcptarc lectoriala anume pentru a ii 
contrazisa ( Ars amandi, a lui Ovidiu; Arta conversa{iei, a Ilenei Vulpescu §i cine §tie cate 
altele), a treia secven|a a Manualului, Arta razboiului, debuteaza sub semnul estetismului 
rafinat, al miraculosului dezinvolt §i al citatului erudit, a carui falsitate este eufemizata cu 
instrumentele formale, declarative ale excerptului cu falsa autoritate pe tema consistent 
branzei. Toate acestea fiind prezente in simultaneitatea narapunii care isi reproiecteaza timpul 
narant ca geografie scripturala, si timpul narat ca stagnare cu skepsis. lata debutul: „Se ilumina 
incet in sambata aceea a simpler Evsignie, Nona si Fabie, ca un tai§ §tirb racaind intunericul 
din jural trapurilor noastre se arata ziua §i nevolnica. Clopotele batura alene §i o pielija de 
lumina ca o scufie se a§ternu peste oras.” 26 

Inch isi undeva, nu se §tie unde, loan §i Zadic discuta, aparent conspirativ, despre ... 
purgape. De fapt, ca mai mereu in proza lui Agopian, personajele sunt fie moarte de foame, fie 
mananca si beau cu patima, sau cu dezinteres, fie viseaza la mancarari abundente. Aici, 
imaginaral gastronomic al personajelor jongleaza cu elementul grotesc, a face ostropel din 
sobolani presupune jupuirea prealabila de piele a animalelor: „Ioan puse tacticos cele trei lesuri 
in faja lui §i privi. Armeanul lua primul §obolan §i, umflandu-se in plamani, ii sufla in cur pana 
il facu de doua ori ca la inceput, astupa gaura cu un deget si rasufla u§urat. Scoase degetul brusc 
§i trapul animalului fu aruncat afara din piele cu o bufnitura de pu§coci, care il sperie pe loan”. 27 
si se combina cu aluzia politica transparenta - o ureche uria§a iese din perete iar cele doua 
personaje urineaza §i scuipa demonstrativ in ea. 

Iar mai apoi, odata cu deschiderea ochiului din frantea lui Zadic, i§i face aparipa 
pasaroiul Ulise, personaj hibrid care, prin procedee din categoria transcontextualizarii 
parodice, va traversa intreg capitolul §i va participa la o lupta cu miza aluziv subtextuala 
impotriva Spionului si a hangiului inocent care-1 gazduicstc. Pregatindu-se pentru (o) calatorie, 
pasaroiul Ulise este doar o components a ansamblului de urme culturale in care se regasesc 
nediferenpat razboiul troian, iscusitul Ulise, calatoria cu sens inipatic si autoformant, ori 
intcleppi Antichitapi - Pitagora, peripateticienii si alpi. Neutralizarea referentului / rcfcrcnplor 


25 Idem, p. 345. 

26 Idem, p. 347. 

27 Idem, p. 349. 
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mitologici se scrvcstc de compctcnta intertextuala a cititorului, presupusa ca atare, pentru o 
prealabila de-motivare semantica a termenilor - prin re-contextualizare ca insolitare - urmata 
de activarea palimpsestului semantic. A§a se face ca pasaroiul Ulise participa, impreuna cu 
celelalte doua personaje, la un derizoriu razboi impotriva Troiei, translatat in plina dictatura. 
Astfel desolemnizarea, ba chiar injosirea istoriei mitice este completata procedural de 
instrumentarul eroi-comicului. §i in egala masura, de insertul metatextual. Lupta, pe de o parte, 
hangiul barbos si un Spion fara identitate precisa, pe de alta parte, loan - expertul in balistica, 
Zadic - strategul §i Pasaroiul Ulise ca martor, cu tofii obiecte ale unui discurs parodic §i ale 
unei istorii apocrife. O istorie „poate mai autentice, (...), nevazute, proiccpc a capacitapi 
imaginate in interstipilc sau in golurile imense dintre faptele conventional «istorice»”. 28 Acest 
tip mctaficUonal istoriografic permite multiplicarea perspectivei asupra a ceea ce poate deveni, 
in imaginar, razboiul troian. Din interior, Spionul i§i redacteaza raportul catre stapanire, sub 
amcnintarca difuza a atacatorilor. Pasti§a in stil cronicaresc, dar cu certe rcvcrbcrapi in 
actualitate, enumera pedepsele fizice: trasul in |eapa, belitul de piele, smulgerea limbii, 

taierea mainii, scoaterea ochilor, batutu-n cuie, precum §i altele ce ne feresc de dusmani, cum 
ar 11 inchiderea la Plumbuita, confiscarea averii, expulzatiunea, aruncarea din Tumul Colpa, 
inecarea in raul Bucurcstoaia, ar trebui §i ele impatrite pentru a face cat de cat fal,a puhoiului 
de rauvoitori.” 29 §i inventariaza pe tofi potentialii indivizi ce ar acpona in sensul subminarii 
autoritapi i supreme. Tot in discursul Spionului se propune o sistematica „in cheie epica a 
ncmultumirilor populare ale momentului” istorie al redactarii Manualului. 30 Este vorba despre 
aceia care „au facut rau oranduirii, nefacand nimic”. 31 

Unneaza lupta lui loan, Zadic §i a pasaroiului Ulise cu cainii molosi, prilej de savante 
dezbateri asupra originilor acestora, rezultat al dragostei dintre stimfalide si lupi, §i de punere 
intre paranteze a unei real i tati agresive ce se desfa§oara in paralel cu cealalta lume, a 
intamplarilor metatextuale. in aceasta a doua lume posibila, privitul prin luneta reprezinta o 
modalitate mediata de a lua contact cu realitatea ori, la fel de bine, o proiectie de tip imploziv 
a realitatii care poate lua orice forma, tubulara, lenticulara etc. De altfel, si stimfalida prizoniera 
in borcanul pasaroiului Ulise - si ea experta in geografie - reediteaza parodic ideea periplului 


28 Culcer, Dan, Proza lui §tefan Agopian sau Didactica magna, in „Vatra”, nr. 11/1986. 
29 Agopian, §tefan, Opere 1 .... p. 353. 

30 Otoiu, Adrian, Ochiul bifurcat. Limba sa?ie, ed. cit., p. 63. 

31 Agopian, §tefan, Opere I .... p. 359. 
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geografic al eroului antic, redus, aici, la cuvinte si la posibilitatea multiplei reiterari a acclorasi 
fapte in oglinzile textului sau ale ... borcanului. 

in ceea ce privcstc conflictul propriu zis, el se reduce la a trage cu puscociul dintr-o 
parte si la a contempla cu teama din cealalta parte. Aici are loc o demarcate intre timpul narat 
§i timpul narant, semnalata de Paul Georgescu, respectiv „o deosebire puternica intre ritmul 
mi§carii eroilor, lent, parca rulat cu incetinitorul, §i dinamica repede a povestirii propriu-zise”, 
„obpnuta atat prin laconismul strict, cat §i prin fluen|a stralimpede si tainica a visarii”, 
„deosebire care este chiar distant dintre autor si personajele sale”. 32 

La finalul capitolului, accentuand scmnificapa simbolica a intampldrilor - experiment 
narativ §i fictional ce subclaseaza factualul, personajele stiu ca razboiul e o pura convenpc - 
ca §i eventuala lor moarte, ca spapul textual li poarta cu sine chiar si impotriva voinfei lor, intr- 
o lupta pe care nu au dorit-o. Nici ca exereijiu livresc, nici ca aluzie politica subtextuala: 
„Suntem tristi, spuse, de mersul acestui razboi pe care nu 1-am dorit!” 33 §i care culmineaza, 
parodiate fiind, cu recursul la alfabet - scriere originara, logos virtual cu funejie ontologic- 
intemeietoare, sursa a Marelui Text al Lumii si creuzet al tuturor ipostazelor scriiturii. 

Si daca Geograful, ca „instan|a suprema a cartografierii lumii”, „descentreaza 
mecanismul temporal alterand aberant orice idee de rigurozitate a duratei”, iar in spatele lui se 
ije§te, metaleptic, Autorul, atunci, „pentru ca miracolul sa nu ajunga la colaps”, tot acesta din 
urma „inventeaza o alta dimensiune care preia aepunea organizatoare a temporal itap i”; drept 
urmare, personajele si cartea „se intorc la o instanta primordiala” - alfabetul. 34 

Asa cum se arata §i in Dicfionarul general al literaturii romane, Manualul 
„consemneaza scrupulos manevrele gratic carora via|a e manipulata in a§a fel incat sa capete o 
respectabila aparenja livresca. Atitudinea fa|a de acest tip de modelare pe care tot autorul o 
sugereaza personajelor ramane ambigua. Exhibata pe de o parte, este compromise pe de alta. 
De undeva din culise, autorul se amuza pe seama personajului sau care se chinuieste cum poate 
ca totul sa arate «ca la carte»”. 35 

Acesta este loan Geograful, emisar al autorului in spapul livresc §i experimental 
pasti§or, care poate invoca simultan mai multe surse §i marci stilistice: sadovenianismul „Prima 


32 Georgescu, Paul, Cu o sumbra splendoare, in ..Romania literara”, nr 16 / 1985. 

33 Idem, p. 366. 

34 Pop, Ion, (coord.), Dictionar analitic al operelor litemre romane§ti, A-M, ed. definitiva, Ed. Casa Cartii 
de §tiinta, Cluj-Napoca, 2007, p. 556. 

35 Simion, Eugen, (coord.), Dic(ionarul general al literaturii romane, A-B, Ed. Univers Enciclopedic, 
Bucure^ti, 2004, p. 61. 
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zi a calatoriei mele s-a scurs in lini§tea aurie a acelei toamne”, psalmul biblic simili-autentic, 
„Doamne, inima mea nu e trufa§a §i ochii mei nu §tiu ce e ingamfarea, nu nazuiesc la lucruri 
care sunt prea grele si prea inalte pentru mine. Dimpotriva! Am linistit si am domolit inima 
mea! Precum copilul infarcat sta langa maica-sa, a§a, ca un copil intarcal, este sufletul meu in 
mine. Israile, punc-p nadejdea in Domnul acum si de-a pururi” 36 §i caragialismul, cacodemonul 
lui Cantemir, batran §i tafnos, zice N-avem niciun haz!” 37 . 

Mergand in paralel cu fragmentele descriptive din Istoria ieroglifica, acolo unde 
Cantemir descrie in amanunt fiinfele hibride, sau problematizeaza apartenenfa lor la interregn, 
descrierea cacodemonului este una realizata pe furi§, din exterior, fara nicio pretence erudita 
§i, in orice caz, ironica: „Tot timpul se uita cu un ochi la mine, pe celalalt §i-l arunca in partea 
ailalta, drept spre constclapa Casiopeia, care tocmai se ivise nepasatoare pe cer. Hainele ii erau 
jerpelite §i verzi, cacodemonii totdeauna au preferat culoarea verde, nu §tiu de ce, §i avea nistc 
unghii lungi, cam murdare si pe degete inele multe de cositor si alama. Isi scosese incaltarile 
botfori ordinari, si i-am admirat multa vreme copitele. Coada, dupa cum am mai spus, §i-o 
infa§urase in jurul trupului.” 38 

Dupa modelul istorisirilor incastrate intr-o rama narativa ad-hoc, cacodemonul va 
relata, in cadrul narapunii Geografului, o versiune a eliminarii pcptorilor de catre Odiseu, 
reintors in Itaca. Titlul secvenl.ci induce aceasta a§teptare licponala in mintea cititorului §i 
exploateaza dezinvolt competenia culturala a acestuia. O exploateaza inutil, caci cacodemonul 
- un fel de diavol nenociv - poate doar jongla cu densitatea luminii §i, indiferent la 
componentele Odiseei, aluziv evocate, ajunge intr-o baie turceasca: „Eram imbracat dupa moda 
apuseneasca si asta ma ajuta intr-un fel, putand sa-mi fac vant cu jobenul, dar nu indeajuns, era 
o caldura lipicioasa de bazar, lumina se prelingea peste lume ca o halvpa, naclaind-o. Nu §tiu 
ce mi-a venit si-am stranutat §i din stranut s-a iscat o gaura in caldura §i in gaura s-a ivit un 
grecotei sclivisit §i iernatic, care incepu sa ma imbie spre tocmai ce hni doream eu mai mult, 
un §erbet §i o baie turceasca.” 39 

incheiata inainte de a incepe, istorisirea ca si calatoriile in care se angajeaza, temporar 
§i fara rost, personajele acestea stranii arata ca intr-adevar picarescul este o „dominanta a 
background-ului, o caracteristica a metatextului”. 40 


36 Agopian, §tefan, Opere I ... , p. 370. 

37 Idem, p. 371. 

38 Ibidem. 

39 Idem, pp. 373-374. 

40 Mihaie§, Mircea, Fabide intertextuale, in “Orizont”, nr. 2/1984. 
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Iar la final, stand in lazaretul de ciuma(i, loan §i Zadic discuta, ca si la inceputul 
Manualului, despre hrana. Au doar o smochina pe care se gandesc sa o imparta in timp ce fac 
inventarul ingerilor medici. O triste(e vecina cu moartea ii bantuie, simultan cu ie§irea din carte 
a acestor personaje a caror virtuala angelitate este vazuta ca dcsubstantializarc echivalenta unei 
cunoa§teri cu semn intors: Bre, sa §tii ca si eu simt la fel §i chiar si fumicaturi §i mancarimi 
si sudori calde §i reci, spuse Armeanul si, dezvelindu-se pana la brau, aripile i se vazura deodata 
ca ni§te panglici cusute alaturi §i mototolite la fel ca §i ele.” 41 , afirma Zadic. 
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THE RITUALS OF TEMPORAL REGENERATION IN CARAGIALE’S 

FICTION 
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Abstract: In this study we are analyzing two recurrent motifs in Caragiale ’s fiction: Shove Tuesday and 
“Tarbacul cainilor” (a popular custom which used to be practiced in the Southern part of Romania , 
symbolizing temporal regeneration). We aim to reveal the power of signification of these carnivalesque 
rituals depending on the success or failure of the temporal regeneration scenario in Caragiale’s plays 
and prose. 

Keywords: Carnival, ritual, meaning, regenerative function. 


DiscuUilc despre formele camavale§ti in opera caragialiana au proliferat in exegeza 
specializata, vorbindu-se despre lumea pe dos, despre lumea icsita din tatani etc., stabilindu-se 
clar ca mecanica §i modul de constituire a lumii caragialiene merita o atcnpe speciala. Cu toate 
ca subiectul acesta a fost abordat de repetate ori, din diferite unghiuri de catre interpret operei 
caragialiene, consideram ca discupilc nu au fost inca epuizate. 

S-a mai vorbit despre fondul stravechi al operei caragialiene. Autorul cultiva teme si 
motive folclorice vechi, opera sa fund in stransa legatura cu trad ip a carnavalului, atat in piese 
§i schitc, cat si in povestirile fantastice. Camavalul, masca, lumea pe dos, norocul, roata 
norocului, lasata secului, rcvolupa, nebunia, demonismul feminin sunt doar cateva dintre 
temele si motivele preferate de autor. 1 

Urmarind carnavalescul caragialian si manifestarile sale specifice, am descoperit doua 
tipuri de carnaval la Caragiale: unul relativ si unul absolut 2 , generand in opera autorului doua 
modele fictionale diferite: modelul lumii pe dos (aici carnavalescul este relativ) si modelul 


1 Acestea au o traditie nu numai literara, ci §i culturala foarte veche, vezi Delumeau, Frica in Occident (secolele 
XIV-XVIII). O cetate asediata, vol. I-II, Traducere, postfaja §i note de Modest Morariu, Bucure^ti, Editura 
Meridiane, 1986. 

2 Aceasta diferentiere intre cele doua tipuri de carnaval am preluat-o de la leronim Voctor Stoichita si Anna Maria 
Coderch si apare in Ultimul carnaval. Goya, Sade si lumea rasturnata, Traducere din engleza de Delia 
Razdolescu, Bucuresti, Ed. Humanitas, 2007. 
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lumii carnavalizate (aici carnavalescul este absolut). Modelul lumii pe dos propune o viziune 
comica, cuvantul si ritualurile de reinnoire temporala inca genereaza sens, iar universul 
fictional propus aici este unul dinamic, pe cand modelul lumii carnavalizate este dominat de 
angoasa, comicul este in regres, iar textul devine tot mai tensionat. Punctul terminus al acestui 
univers fictional este atins cand comicul seaca total, permitand instalarea unei atmosfere 
apocaliptice, peste tot fiind vizibile imagini ale distrugerii. 

Regenerarea temporala fimctioneaza in cadrul primului model fictional propus de 
Caragiale, insa in cadrul celui de-al doilea model fictional nu mai genereaza sens, cuvantul si 
ritualul functioneaza in gol. 

Carnavalul relativ si cel absolut 

5 

In timpul carnavalului intreaga ordine sociala este rastumata, propunandu-se reversul 
acesteia. Inversarea, alteritatea sunt tenneni care definesc carnavalul, dupa Stoichpa si 
Coderch. Dar haosul instalat de perioada carnavalului este unul relativ 3 pentru ca aceasta 
dezordine este instalata pentru o perioada limitata de timp, nescotand lumea din echilibrul sau. 

Carnavalul avea o functjc precisa, aceea de a detensiona spiritele, de a-i oferi omului 
un prilej de defulare, un spa^iu delimitat temporal in care se putea bucura de libertate, intr-o 
societate care se ghida dupa reguli foarte stricte. Putem spune chiar ca aceasta manifestare a 
poporului line in echilibru societatea timpului, prin faptul ca omului i se ofera un prilej de a-§i 
manifesta libertatea si de a-si asuma o alta identitate, la adapostul mastii. De asemenea 
ierarhiile sociale sunt abolite pe timpul carnavalului, instalandu-se uniformizarea sociala. 

Dar in momentul in care carnavalul isi depaseste intervalul temporal care ii fusese 
alocat, aceasta lume se dezechilibreaza. Haosul relativ instalat de carnaval se transforma in 
haos absolut 4 odata cu permanentizarea starii haotice de lucruri. Odata cu instalarea haosului 
absolut, bucuria carnavalesca se transforma in angoasa. Carnavalizarea lumii, data de 
permanentizarea starii haotice, duce la modificari fundamentale asupra pcrccptici carnavalului, 
care a ie§it, in acest fel, din sfera sa de cuprindere. 

Caracterul ritualic al Carnavalului facea parte din structura a§ezata, fireasca a lumii, a§a 
cum era perceputa ea in acel moment. In perioada carnavalului totul era permis, insa depravarea 


3 Ibidem, p. 15. 

4 Ibidem , p. 15. 
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camavalului, subliniaza Stoichpa, trebuie pusa in legatura cu ascetismul postului. Astfel 
lucrurile se mcnpn intr-o stare de echilibru cscnpal. 

Manifestarile carnavalcsti se traduc prin asumarea tuturor libcrtaplor posibile, prin 
refuzul autoritapi, statutul egal al tuturor oamenilor, insa asumarea tuturor acestor libcrtap era 
realizata la adapostul mastii, incurajand confccponarca si asumarea dublului si a al ter i tali i. 

Toate aceste manifestari tin de specificul carnavalesc. Tuturor oamenilor, indiferent de 
pozipc sau rang li se atribuie un rol in carnaval. Imparprca ma§tilor e ca o invitapc de 
participare. Si figurile autoritapi primesc o masca - sunt invitap sa participe la aceasta 
manifestare care antreneaza tot poporul. Figurile autoritapi i§i pierd astfel la modul simbolic 
puterea prin carnavalizarea figurii regelui. 5 

in plan social, trecerea de la carnavalul relativ la cel absolut se face prin intermediul 
Revolutiei, cand Monarhia se transforma in Republica. Odata cu Rcvolupa franceza (14 iulie 
1789), cand a cazut Bastilia, pentru filosofii epocii luminilor cataclismul social §i politic era 
inevitabil. Rousseau identifies Rcvolupa cu lumea rastumata si cu simbolistica Ro(ii 
Norocului, in care inaltarca este in mod inevitabil urmata de cadere. Aceasta apropiere facuta 
de Rousseau intre Rcvolu(ic si lumea rasturnata nu este deloc hazardata deoarece imaginarul 
Rcvolu(iei coincide in mare parte cu cel al camavalului (proliferarea caricaturii antimonarhice, 
dominapa mastii animale). Acest lucru duce automat la o identificare intre Carnaval §i 
Revolupe. 

Tocmai din acest motiv, in timpul Republicii, Carnavalul a fost interzis - purtarea 
ma§tilor atragea condamnarea la moarte pentru ca acesta impreuna cu toate manifestarile sale 
devenise un simbol al rasturnarii. Carnavalul, sarbatoarea care marca rcnastcrca timpului, a 
fost inlocuit cu Rcvolupa. Astfel Rcvolupa s-a substituit Lasatei Secului §i Camvalului. 6 

Modificarile in plan social au fost intr-atat de violent resimpte incat s-a simpt nevoia 
consemnarii faptului ca s-a intrat intr-o noua ordine temporala, iar conligurapa socictapi s-a 
modificat fundamental. Acestea se datoreaza faptului ca in timpul Rcvolupei a avut loc 
statornicirea a ceea ce in carnaval era vremelnic. Iar acest lucru duce la carnavalizarea lumii, 
de fapt la perceperea ei in acest fel, la asocierea noii real i tap cu singura forma asemanatoare 
ca mod de manifestare. Acum lumea este perceputa ca o lume carnavalizata datorita actelor de 
rasturnare care au loc in aceasta perioada §i care sunt asemanatoare rasturnarilor din carnaval. 


5 Ibidem , p. 25. 

6 Ibidem , p. 31. 
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Ceea ce difera insa e ca reacpile starnite de aceste evenimente in plan social nu sunt acclcasi 
cu cele starnite de carnaval. Rastumarile carnavalcsti i§i indeplinesc funcpa doar in masura in 
care sunt temporare. insa transfonnarea in realitate a ceea ce in carnaval avea caracter simbolic 
inghcata rasul, provocand un acut sentiment de insecuritate §i angoasa. 

Lumea pe dos si lumea carnavalizata 

Modelul literar caragialian al lumii pe dos, la fel ca §i camavalul controlat, provoaca 
un haos relativ, avand rolul unei detensionari estetice prin rasul pe care il genereaza. insa 
modelul literar al lumii camavalizate, la fel ca si carnavalul absolut, instituie criza §i angoasa. 
Astfel, cunoscand aceste rcacpi pe care le provoaca cele doua modele de reprezentare 
ficponala, trecerea de la modelul lumii pe dos la cel al lumii camavalizate este vizibila in secial 
prin tonul adoptat, dar si prin capacitatea de regenerare a acestei lumi fictionale. Modelul lumii 
pe dos are mai degraba un caracter ludic. Modelul lumii camavalizate este unul grav, aceasta 
realitate este una apocaliptica, cultivand o estetica a crizei, realitatea ficponala fiind una 
apasatoare §i cauzatoare de angoasa. 

Modelul lumii pe dos se manifests la Caragiale in toate scrierile cu caracter comic, 
impreuna cu toata pleiada sa de manifestari: treptata degradare a tuturor valorilor, confuzia 
instalata de folosirea mastii, care este perpetuata, instaland o alta ordine etc. Lumea pe dos a 
lui Caragiale este o lume deschisa §i ambigua si este dominata de personaj, caruia i se cedeaza 
prerogativele puterii. Coruptia, ticalo§ia, ipocrizia, viclenia si minciuna sunt promovate ca 
atribute sine qua non ale personaj elor, care se transforma in caricaturi ca urmare a pactului 
facut cu lumea in care traiesc. Toate acestea sunt elemente simptomatice ale modelului de 
reprezentare al lumii pe dos. 

Rasturnarea carnavalesca a valorilor este vizibila in schite ca: Triumful talentului, O 
bland rara, Tempora, Un pedagog de §coalti noua, Infamie etc., rasturnarea norocului in 
Doua loturi, rasturnarea autoritapi, figuri ale autoritapi devenind copiii si femeile: de pilda 
Zoe din O scrisoare pierdutd, Ionel din Vizita, Goe din Dl. Goe, Mija din Diplomatic, Mari 
Popescu din Lanful slabiciunilor etc. 

Insa rastumarile nu sunt vizibile in opera caragialina strict la nivelul tematic, ci se 
imprima in inscp structurile ficpunii, determinand mutapi epistemologice prin compromiterea 
autoritapi autorului si inlocuirea ei cu a personajului. Intr-o prima faza automl se retrage din 
lumea ficponala, reducand la minimum convenjiile licponalizarii, exhiband o tentativa de 
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obiectivare fa(a de lumea fic(ionala si valorile sale. Acest lucru este realizat prin textele-colaj 
(ex. Telegrame, Tenia §i variafiuni, Proces verbal), dar si in unele texte scrise la persoana I, 
in care se vede si mai clar care este atitudinea naratorului, care se da cu ostcntape la o parte, 
cedandu-i personajului sarcina fictionalizarii. Aceasta atitudine este mai degraba vizibila in 
selli(cle cu reporteri, dintre care cea mai reprezentativa pentru ilustrarea acestui fenomen ni se 
pare a li schi(a Reportaj. 

Modelul lumii carnavalizate instituie o criza generala. Ea se manifests sub fonna unei 
crize a limbajului, a lic(iunii, a personajului. Acest model reprezinta fic(ional o lume haotica, 
scapata de sub control, care inceteaza sa mai amuze §i incepe sa sperie. Comicul dispare, lasand 
in loc un sentiment de teama §i angoasa, care cuprinde intr-o masura tot mai mare aceasta lume 
fic(ionala. Toate aceste caracteristici apropie acest model de reprezentare fic(ionala de viziuni 
ale literaturii modeme. 

La Caragiale este vizibil procesul de degradare al cuvantului, de desemantizare, de 
deschidere §i ambiguizare, de aici actele de comunicare ratate. Cuvantul isi pierde functia 
ontologica, de creator de lumi. Astfel, de la textul univoc generat de cuvantul deplin semantizat, 
se face trecerea la un text sub semnului lui „viceversa”, iar apoi la textul ambiguu si deschis, 
generat de noua structura polisemantica a cuvantului. Toate rela(iile din text sufera modificari: 
rela(iile dintre personaje, cea dintre narator si personaje, dar §i rela(ia dintre autor si lumea sa 
fic(ionala. Toate aceste raporturi devin disfuncjionale, se degradeaza, comunicarea se 
prabu§e§te. Limbajul la Caragiale devine un instrument inoperant in ceea ce prive§te 
comunicarea. incercarile personajelor de a schimba cuvinte nu mai vizeaza acest scop, ci in 
cele din urma urmaresc doar intre(inerea iluziei ac(iunii care, atata vreme cat este sus(inuta, 
previne apocalipsa acestei lumi. Astfel ca aici limbajul capata aceasta noua func(ie, de a amana 
colapsul unei lumi care §i-a epuizat toate resursele. 

Acest model de reprezentare fic(ionala este vizibil in unele schi(e ale autorului precum: 
Repausul dominical, Situafiunea, Five o’clock, Atmosfera incarcata pentru a culmina in 
Grand hotel „ Victoria Romana”, in Inspecfiune, Canufa, om sucit etc. In aceste texte devine 
manifests criza personajului, care nu mai este in acord cu lumea fic(ionala din care face parte, 
ci dezvolta o rela(ie conflictuala cu aceasta. Insa nu precum Lefter Popescu, a carui intreaga 
via(a este „viceversa”, dar care incearca mereu sa intre in acord cu lumea din care face parte, 
ci precum naratorul din Grand hotel „ Victoria Romana” sau din Five o’clock, care respinge 
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lumea fic^ionala si evadeaza din ea in momentul in care tensiunea intra-textuala atinge apogeul, 
salvandu-se. 

Aceasta atitudine, care este vizibila pentru prima data la narator, se transfera mai apoi 
si unora dintre personaje. In cadrul acestui model de reprezentare ficponala apare personajul 
in raspar cu lumea. Acest personaj insa nu cauta niciun moment aderen|a la realul fictional, ci 
alege conditia mai demna a inadaptatului care, precum Anghelache din Inspecfiune, alege 
evadarea din text prin auto-anularea sa ca personaj. 

Deschiderea universului fictional, ambiguizarea, subiectivizarea, degradarea 
cuvantului si a comunicarii modified o serie de raporturi din cadrul lumii fictionalc, ca intr-un 
joc de domino. De aici ideea personajului gol sau a celui alienat, precum §i ideea ca 
infrastructura ficponala nu mai poate suspnc personajul, de aici incompatibilitatea narator- 
lume si narator-personaj, de aici si imaginile evadarii din text a naratorului sau a personajului. 

Ritualurile de reinnoire temporala si functia lor textuala 

Pomind de la manifestarile tipic carnavalcsti inregistrate de Stoichita §i Coderch si de 
la informapilc oferite de Ion Ghinoiu in cartea sa, Sarbatori §i obiceiuri romane§ti, despre 
Lasatul secului §i Tarbacul cainilor ca ritualuri de reinnoire temporala am intreprins o analiza 
a simbolisticii acestor ritualuri in opera caragialiana. Vom urmari puterea de semnificare a 
acestora pentru a determina stadiul in care se afla imaginarul caragialian in funcpe de puterea 
de regenerare a acestuia. 

Lasatul de Sec a acumulat in timp mai multe practici asociate cu reinnoirea temporala. 
Acestui obicei ii sunt corelate doua saptamani: Saptamana Nebunilor §i Saptamana Caii lui 
Santoader. 7 

Saptamana Nebunilor reprezinta o perioada de degradare temporala, fapt vizibil prin 
practici in care apar mascap si elemente orgiastice. in aceasta saptamana barbatii se deghizeaza 
in haine fcmeicsti si fac tot felul de glume §i farse. De asemenea se obisnuia pomenirea mortilor 
in aceasta saptamana si astfel revenirea lor printre cei vii. Un alt obicei a fost ca tinerii satului 
sa se costumeze ca pentru o nunta, in mire, mireasa, preot, nasi si nuntasi si sa realizeze la 
modul simbolic ceremonialul cununiei. Insa seriozitatea acestui ritual capata aici un aer 


7 Cf. Ion Ghinoiu, Sarbatori §i obiceiuri romane§ti, Bucure^ti, Editura Elion, 2006, pp. 212-218. 
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glumep 8 Prczcnta celor doua mari rituri de trecere 9 , nunta §i inmormantarea, sunt elemente 
importante in cadrul scenariului de regenerare temporala. Saptamana Nebunilor culmineaza cu 
„noaptea Revelion a Lasatului de Sec”, in care se consuma mancare §i bautura in exces, pentru 
a compensa astfel constrangerile postului, participan^ii fac gesturi §i rostesc cuvinte licenpoasc 
la adapostul mastilor, se joaca mult ca sa creasca canepa si acestea sunt doar cateva dintre 
manifestarile tipice. 10 

Un alt obicei specific ritualurilor de reinnoire a timpului este Jujeul sau Tarbacul 
cainilor, consemnat in partea sudica a pirii. Acest obicei se practica in prima zi dupa Lasatul 
Secului si este destinat alungarii cainilor prin mijloace violente. Ion Ghinoiu arata ca originea 
ritualului se afla in credinta ca lupul, care a domnit peste anotimpul friguros, este alungat in 
februarie. In credintclc si legendele romane§ti lupul apare ca un animal care devoreaza astrii, 
provocand eclipsele solare §i lunare, de aceea frigul §i intunericul erau percepute ca fund in 
zodia lupului. Lumina si caldura, pe de alta parte, se afla sub zodia calului. §i acest lucru este 
explicabil din perspectiva legendelor romane§ti: calul transporta carul solar si ii croia drum 
soarelui. De aceea dupa alungarea simbolica a cainilor incepe Saptamana Caii lui Santoader. * 11 
Calul devine astfel un simbol al aducerii luminii §i caldurii. Astfel este realizata tranzipa de la 
perioada friguroasa la cea calduroasa, care incepe cu celebrarea noului an agrar. Aceste ritualuri 
pe care le-am pomenit au rolul de a marca reinnoirea timpului si de a regia pcrccptia 
temporal itap i in funcpe de ritmurile naturii. 

Textul literar insa, converteste aceste semnificatii din planul concret al existentei in 
simboluri. In opera caragialiana, camavalul si manifestarile sale devin marci textuale, care ne 
indica stadiul in care se afla imaginarul caragialian, in functie de forta sa de regenerare. 

Am vazut ca in Conul Leonida fata cu Reactiunea, Lasatul secului, chiar daca s-a 
transfigurat in chef la care se trage cu pistolul, „obicei mitocanesc”, lotusi mai are putere de 
semnificare, generand sens in aceasta piesa. Leonida si consoarta sa, constient sau nu, 
reitereaza practicile de Lasata secului prin pomenirea fostei sotii moarte, care prinde viata prin 
intermediul Efimitei, care nu este altceva decat un avatar al ei. Apelativul identic, „Mitule”, 
tradeaza acest lucru, precum si faptul ca Leonida, care este personajul responsabil cu 
fictionalizarea, ii atribuie rolul sotiei moarte in fictiunea sa. Faptul ca ea accepta acest rol este 


8 Ibidem , pp. 212-214. 

9 Vezi Arnold van Gennep, Riturile de trecere, Traducere de Lucia Berdan p Nora Vasilescu, Prct'ata de Nicolae 
Constantinescu, lap, Polirom, 1996. 

10 Ion Ghinoiu, Op. cit., p.215. 

11 Ibidem , pp. 218-219. 
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vizibil in a treia scena a farsei, in care ea il trezeste din somn pe Leonida, spunandu-i ca afara 
e „revulutie, batalie mare” 12 . 

Confuzia intre rcvolupc si camaval, reprezentata fictional in aceasta farsa, este de 
asemenea tipic carnavalesca. Un semn al erorii in care se afla personajele este ca Leonida si 
prima sotic se gatesc sa mearga la „rcvulupc” asa cum s-ar gati sa mearga la carnaval. Pcrccppa 
revolupci ca un carnaval §i implicapilc transferului realizat intre imaginarul carnavalului §i cel 
al revolupci sunt explicate de Stoichita §i Coderch, iar Caragiale le exploateaza din plin in 
stransa legatura cu pcrccppa asupra temporalitapi. Raportarile se fac de la inceputul piesei la 
un timp trecut, in care se si cufunda pe nesimptc personajele: 

„ LEONIDA 

Raposata dumneaei - nevasta-mea a d-intai - nu se sculase inca. Sarjos din pat p'-i 
strig: «Scoala, cocoana, p te bucura, ca epi p dumneata muma din popor; scoala c-a venit 
libertatea la putere !» 

EFIMIJA 

(afirmativ) 

Ei! 

LEONIDA 

Cand aude de libertate, save p dumneei raposata din pat... ca era republicana ! Zic: 
gdtepe-te degrab Mifule, p... hai p noi pe la revulu(ie. Ne unbracam, domnule, frumos, p o 
luam repedepe jos pan la teatru... (cu gravitate) Ei cand am vazut... .pH ca eu nu intru la idee 
cu una cu doua... ” 13 

Astfel, trecutul, prin aceste rememorari, va prinde viata si se va constitui in principala 
coordonata temporala a piesei. Absorbite de trecut, personajele retraiesc rcvolupa, in acest 
vortex temporal fiind atrasa si noua consoarta, Efimi|a, care joaca rolul „rasposatei”. 

Un alt moment in care rcvolupa se confunda cu un chef este la finalul piesei, cand 
ficpunca pe care §i-o construisera personajele se faramitcaza. Ceea ce personajelor le-a parut a 
fi revolupe este de fapt un chef de Lasata secului. 

Aici functia de reinnoire temporala, generata de acest ritual, este realizata prin 
readucerea personajelor in prezent, desigur, cu ajutorul lamuririlor date de Safta, personaj care 
are rolul de a aduce inauntru perspectiva exterioara. 

12 1.L. Caragiale, Opere 1, Edipe critica de Al. Rosetti, §erban Cioculescu, Liviu Calin, cu o introducere de Silvian 
losifescu, Bucure^ti, Editura Pentru Literatura, 1959, p.89. 

13 Ibidem , pp. 81-82. 
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in mod similar, in O noapte furtunoasa personajele merg de Lasata secului la Iunion: 

„§tii dumneata ca la lasata secului am mers in gradina la «Iunion»; eram eu, consoarta 
mea §i cumnata-mea Zifa. Ne punem la o masa, ca sa vedern §i noi comediile alea de le joaca 
Ionescu. Trece a§a pre( ca la un sfert de ceas, §i numai ce ma pomenesc cu un ala, cu un 
bagabont de amploiat... ” 14 

Timpul i§i pastreaza mobilitatea si in aceasta piesa, iar acest lucru este demonstrat de 
reeditarea intalnirilor cu „bagabontul”, pana la clarificarea raporturilor cu acest personaj. 
Raportarea lui Jupan Dumitrache §i Ipingescu la articolele lui Rica din „Vocea patriotului 
nationale”, apoi in actul al II-lea aparitia lui Rica la Jupan Dumitrache acasa, unde ajunge din 
gre§eala, sunt readuceri ale personajului in scena, care vizeaza clarificarea raporturilor dintre 
celelalte personaje si el, lucru care se realizeaza in finalul piesei. Miza aceasta este atinsa, chiar 
daca adevarul nu iese la iveala. Insa, la fel de adevarat este ca nici nu are cine sa il vada. Jupan 
Dumitrache se izoleaza intr-o falsa reprezentare, in care pericolul nu poate veni decat din 
exterior, pentru a-i pune in pericol lumea inchisa §i sigura, asupra careia personajul nu mai 
revine sa o reevalueze. 

Insa uneori ritualurile de reinnoire temporala nu funcponcaza, transformandu-se in 
ni§te forme goale, lipsite de scmnificapc, precum devine §i limbajul, rclapile dintre personaje 
si personajele insele. In comedii Caragiale foloseste la modul simbolic aceste ritualuri de 
reinnoire temporala: pentru a marca fictional desacralizarea treptata a acestui imaginar 
fictional, pentru a atrage atcnpa asupra unor structuri temporale defectuoase si pentru a indica 
in acest mod destructurarea acestei lumi prinse, fie intr-un trecut, fie intr-un prezent degradat. 

Aceasta stare de lucruri se permanentizeaza, sub forma unui carnaval perpetuu care 
provoaca angoasa, facandu-se astfel trecerea dinspre modelul lumii pe dos inspre modelul lumii 
carnavalizate. In opera caragialiana carnavalul general s-a extins ca o plaga, corodand toate 
structurile acestei lumi, incepand de la cuvant, care refuza sensul, lucru care face imposibila 
comunicarea la toate nivelele. in consccinfii, ritualurile de reinnoire temporala isi pierd funcpa 
regeneratoare, iar timpul se blocheaza intr-un prezent lipsit de sens. 

Aceste aspecte sunt toate vizibile in schija Grand hotel„ Victoria Romana”, care poate 
fi considerate etalon pentru modelul lumii carnavalizate, respectandu-i toate structurile tipice. 
Tot ce se petrece in aceasta schita este expresia degradarii unui imaginar, transcrierea unei 
estetici a crizei. De aceea aceasta lume nu are un viitor, limbajul devine vid de semnificajie, 


14 Ibidem, p. 15. 
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funcjia ritualica de reinnoire se pierde, totul se transforma in automatism, expresie a 
funcponarii in gol, a desprinderii de sens. 

Nici in Doua Loturi, nici in Grand hotel... personajele nu fac refer into la viitor. Aici 
timpul viitor este folosit o singura data, de narator, la sfar§it: „Uf ! „Niciodata n-am sa uit ce 
bine m-am odihnit o noapte in orasul meu natal, la nr. 9. Grand-Hotel Victoria Romano" 15 
Acest lucru este profund simbolic, naratorul fiind singurul personaj mobil, singurul care poate 
intra §i icsi din lumea ficponala cand alege, singurul care nu este expus procesului de degradare, 
care a cuprins imaginarul fictional caragialian pe de-a-ntregul. 

Ritualurile de reinnoire a timpului nu funcponcaza aici pentru ca lumea este total ie§ita 
de pe axa sa, aici carnavalul nu mai are rolul de a echilibra situapa, ci devine expresia unui 
dezechilibru gray, care nu mai poate fi remediat. Astfel avem reprezentata o lume fara viitor, 
o lume in care prezentul este singurul moment temporal de referinpi. Universul caragialian, in 
aceasta sectiune a operei, este poluat cu imagini ale unui univers descentrat care a incetat 
demult sa mai genereze sens. Limbajul este §i el un factor alienant, prin pierderea capacitatii 
de semnificare §i comunicare. De aici perccppa dubla §i cocxistcnta textuala a doua real itap 
care au coduri de semnificare diferite: a naratorului si a personajelor. 

Pierderea scmnificapilor ceremonialului ll transforma intr-o forma goala. Grand 
hotel... reda un obicei popular in sudul jarii - datul cainilor in tarbaca sau jujeul, alungarea 
simbolica a cainilor. Maturatorii orasului prind un caine mic, ll chinuie §i il omoara in cele din 
urma. Insa aici funepa ceremoniala este substituita de violenta gratuita. Datorita faptului ca 
aceasta lume nu are substanta, gesturile ritualice nu au semnificajii profunde, ele sunt doar 
marca unor automatisme, care tradeaza mersul in gol al acestei lumi: 

„Mdturdtorii orasului... Auprins un caine la mijloc. §tiu... Asta e opetrecerepopulara 
la noi; am vazut-o de atatea ori... 

Cafiva inp se pun la panda de-o parte p de alta a ulifei. Un caine flamand rdtdcepe 
cautand dosurile bucatariilor p unghiurile unde se arunca gunoaiele. La un semnal, to{i se 
ridica p-l impresoara din toate parfile. O clipa animalul se oprepe inghefat; sangele-i da 
navala la inima, care incepe sa zvacneasca de coaste...E pierdut!...Parul i se zbarlepe pe 
coama. Un jior ii fulgera d-a lungul prin pra spinarii p-i incovrigd coada d-a-n-daratele, 
pana-i infige varful in pantece. Ochii tulburi cauta incotrova un punct de scapare; dar abia se 
pune problema in mintea aiurita, p o piatra l-a izbit peste bot, alta la o incheietura, un lemn 


15 1.L. Caragiale, Opere 3 , p. 43. 
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peste sale §i altele ploua... El ip iese acum din sine: ma§ina cea vie da drumul rezervei de 
energie -pentru a§a un moment opastra - nici un gand de economie... Trebuie cheltuita toata! 
Opintindu-se din fundul rarunchilor, animalul s-avanta orbe.pe in fata loviturilor... Un racnet 
suprem! sparge randurile vrajma§ilor, le scapa printre picioare §i fuge uitandu-se drept §i 
numa-nainte, fuge mereu pana da de un loc singuratic. Aici s-aseaza stins de oboseala, sd-.p 
linga ranile .p sa se vaite discret de durere. Somnul se capata mai ieftin decat hrana .p 
deocamdata i-e mai trebuincios: truditul trup se incoldce.pe binpor, inchide ochii tri.pi .p 
adoarme oftand greu din afund ,” 16 

Actul ceremonial devine aici o „petrecere populara”, care ii antreneaza pe maturatorii 
ora§ului in realizarea unui simplu si banal gest de agresiune, intr-o parada de violent gratuita 
care frizeaza grotescul. Toate aceste manifestari confinna ipoteza unei lumi desacralizate si 
agresive, a unui imaginar bolnav in stare de dezintegrare, a carui motor intern nu mai poate fi 
repornit cu ajutorul acestor ritualuri de reinnoire. 

In schita Baioneta inteligenta [Garda Civica] este reluata imaginea acestui ritual gol, 
lipsit de scmnificapc, care nu mai poate relansa aceasta lume licponala pe o coordonata 
temporala care sa ii permita regenerarea, astfel ca realul fictional este si aici blocat intr-un 
prezent decrepit: 

,Jn acelapi moment, s-aud venind din susul stradei ni.pe huiduituri zguduitoare... Ce 
era? Cine §tie cine prinsese un cane jigarit de mahala, ii legase o tinichea de coada §i-l 
aruncase in mijlocul stradei sa-l dea garda-n tarbaca, dupa o veche datina consacrata a 
acestei institufiuni urbane. Apucat intre cele doua .pruri de bravi, cari aveau la spate cate un 
zid de lume; aiurit de huiduituri, de ameninfarile pu.pilor .p de loviturile tinichelii, nenorocitul 
animal fugea facand ni.pe salturi nebune.pi .p chelalaind intr-un chip infernal, pe cand garda 
§i publicul faceau un haz nespus. A trecut pe dinaintea noastra ca o vedenie himerica. Inca 
tarziu se auzeau in departare huiduituri tocmai pe la Pia{a Teatrului. ” 17 

Si aici, la fel ca in Grand hotel„ Victoria Romana” acest obicei isi pierde simbolistica 
bind un simplu ritual golit de con^inut. Ceea ce este semnificativ in aceasta schita este 
amploarea pe care o ia acest obicei. Daca in Grand hotel... ritualul este efectuat de maturatorii 
de strada, aici este efectuat de catre Garda civica, adica de catre figurile autoritapi. Iar naratorul 


16 Ibidem , pp. 41-42. 

17 Ibidem, p. 92. 
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ne avertizeaza in privinta caracterului instituponalizat al acestei „vechi clatine consacrate a 
acestei institufiuni urbane”. 

Spre deosebire de universul comediilor, in aceste schfic ceremonialul isi pierde funcpa 
structuranta, devenind un ceremonial destructurant. Am imprumutat conceptul din studiul 
antropologic al lui Victor Turner, The Ritual Process: Structure and Anti-Structure 18 . Analiza 
ritualurilor de regenerare fictionala ne ajuta sa luam pulsul acestei lumi, indicandu-ne textual 
daca mai are forta de semnificare si marcand clar momentul in care sensul se transfigureaza in 
non-sens. Acest din urma model de reprezentare fictionala, cel al lumii carnavalizate, duce 
imaginarul caragialian in plin modernism. 
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Abstract: Thrown into Nature, the second book of the Bulgarian novelist Milen Ruskov, is framed as a 
hybrid between the genre of the picaresque novel and a scientific treatise on the healing powers of 
tobacco. The discourse that emerges at the intersection of genres manages not only to throw light (from 
a theoretical perspective) on the complex networks of the history of early modern Europe, but also to 
‘embody’ (in a narrative sense) the ‘primeval soup’, that indefinite mixture of popular superstition, 
scholastic speculation and ruthless pragmatism that gave birth to modern Science. Thus the novel 
aspires to become an alternative to the much too theoretical histories of science that have appeared as 
a result of the so-called ‘cultural turn ’ as well as a critique on the hidden relations between Science 
and Capital. 

Keywords: medicine, history of tobacco, picaresque, scientific treatise 


Thrown into Nature , the second book of the Bulgarian novelist Milen Ruskov, the 
winner of the European Union Prize for Literature in 2014, is framed as a hybrid between the 
genre of the picaresque novel and a scientific treatise on the miraculous healing powers of 
tobacco. At the intersections of genres, a complex discourse emerges, a discourse that manages 
not only to throw light (from a theoretical perspective) on the cultural, social and economic 
history of early modern Europe, but also to ‘embody’ (in a narrative sense) the ‘primeval soup’, 
that indefinite mixture of popular superstition, scholastic speculation and ruthless pragmatism 
that gave birth to modern science. Thus the novel aspires to become an alternative to the much 
too theoretical histories of science that have appeared as a result of the so-called ‘cultural turn’ 
as well as a critique on the (not always visible) alliance between Science and Capital. 

The novel opens with a paradoxical statement:”There is hardly anything more natural 
than hating Nature” (3). The voice that makes this pronouncement belongs to Guimaraes da 
Silva, the Portuguese narrator of the tobacco adventures and one half of the couple of medical 
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‘picaros’. The other is the wealthy Spanish doctor Nicolas Monardes for whom da Silva acts 
as an assistant. The name and character of Doctor Monardes are inspired by the real character 
of Nicolas Bautista Monardes, a Spanish physician and botanist (1493-1588) who was 
responsible for the growing fame of tobacco as a medicinal plant in early modem Europe. 
According to tobacco historian Jordan Goodman, Monardes “provided all the justification 
needed for locating tobacco at the heart of the European material medica” (43). The relationship 
between da Silva and Dr. Monardes alludes to the complex history of tobacco, one of the most 
successful models of cross-cultural translation from the New World into the old one. It was the 
Portuguese Columbus that found Native Americans growing and using tobacco both for 
medicinal and recreational use in 1492. It was another Portuguese explorer, Pedro Alvarez 
Cabral, who reported the use of tobacco “for treating ulcerating abscesses, fistulas, sores, 
inveterate polyps and many other ailments” and called it “a holy herb because of its powerful 
virtue in desperate cases” (Charlton 292) and thus started tobacco’s fame as a panacea. Yet it 
was the Spanish Dr. Monardes who established it firmly in the European medical and cultural 
framework by adding “a voice of authority to advocates of nicotian therapy, and thereby 
legitimized its use among physicians and herbalists.” Monardes’ compendium and description 
of the medicinal uses of many plants from the New World was further translated into the major 
European languages and used as the main source of information for decades and even centuries. 
(Goodman 46). 

The introduction to the novel is written in the form of a scientific laudatio, a genre 
meant to present characters as worthy of respect and imitation and to show them in the most 
favourable light. The philosophical asides of Guimaraes, as well as the long-winded 
presentation of his treatise and scientific opinions by the ‘intrusive’ voice of Dr. Monardes stay 
true to the laudatio. Yet when Guimaraes explains why he chose to call himself da Silva, 
making reference to the stereotypical heteroimages 1 of the Portuguese and the passion for 
aristocratic titles, irony becomes visible. The genre is further subverted by the comments of 
Dr. Monardes on the translation of his book in English 2 and the advice that he offers to the 


1 “The Portuguese are thought to smell bad, spread malaria (since they wade through the swamps around the city) 
and to constantly present themselves as noblemen who just happened to end up in Sevilla and who try to swindle 
everyone they can out of piddling sums.”(4) While da Silva is invented, Guimaraes, the real name of the character, 
is the eponym of the city that is considered to be the cradle of Portuguese identity and nationality. 

2 “In England, due to the singular whim of its translator, it appeared under the title “Joyfull News out of the New 
Found World”. Following my indignant inquiry, 1 was assured that in England if something does not begin with 
“Joyfull News” no one buys it or reads it. The English, as 1 came to understand, look upon all books, including 
medical writings, primarily as a means of entertainment to pleasantly while away one’s spare time, for which 
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reader, which turns out to be a set of platitudes now offered by every tabloid, TV show or 
internet site. The ontological presupposition of the picaresque novel, that ‘appearances are 
deceptive’ and that there is a gap between reality and appearance intrudes upon the claims of 
the laudatio, showing Dr. Monardes’ scientific reputation to be built upon something other than 
objectivity, truth and impartiality. The final ironic subversion lies in Guimaraes’ claim that 
even if there are almost forty examples that can be given in favour of the healing power of 
tobacco, his intention is to cite thirty-six. However, the book consists of only nineteen such 
examples (the curative powers of tobacco are illustrated by particular cases), the last one being 
entitled “The Death of Dr. Monardes” (due to what looks like a severe case of lung cancer). 

The novel is structured in a highly hybrid form that mixes philosophical and scientific 
speculation with the loose plot of the picaresque novel. There are many allusions to Cervantes: 
the subverted imitation of Don Quixote and Sancho Panza in the pair Guimaraes and Dr. 
Monardes (down-to-earth, cynical characters), the characters of Rincon and Cortado (who echo 
Cervantes’ Rinconette and Cortadillo, two rogues from Novelas Ejemplares ) and last but not 
least in the character of Cervantes himself, who is examined by Dr. Monardes and treated 
against toothache. At first sight, the two genres seem worlds apart. Their ontological grounds 
as well as their epistemological claims are at odds. While the picaresque novel is a product of 
a world that lived on dissimulation, masks and social pretence, the genre of the scientific 
writing aspires to truth, objectivity and rigor. However, the scientific treatise, a popular genre 
originating in the Greco-Roman antiquity, is according to Markus Asper, a “rather fuzzy genre” 
(8), combining scientific claims with rhetorical devices in order to construct a medical ego’s 
authority. Philip van der Eijk notes that we tend to “associate the treatise with systematicity, 
rigorous and sober reasoning about a well-defined subject or question, with the inquiry 
proceeding through rational argument from premises to conclusions, sometimes presented in 
the form of theses with demonstrations.” (146). In his detailed analysis of Galen’s treatise on 
Mixtures, van der Eijk also notices the emergence of a clear ‘rhetoric of confidence’, meant to 
enhance the medical authorial persona. How does then the hybridization of the two genres 
work, if we take into account the further fuzziness of the scientific treatise? My claim is that 
the picaresque, whose function is to tear the mask off appearances, reveals both the 
pompousness of this ‘rhetoric of confidence’ used by Dr. Monardes to build and strengthen his 


reason every other title there now begins with “Joyfull News”. For example, if the work in question addresses the 
massacre in Lancaster, the book will be published as “Joyfull News out of the Massacre in Lancaster.” (8) 
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reputation, and the doubtfulness of his scientific claims. The picaresque reveals the doctor and 
his aspiring assistant to be ‘enterprising’ professionals, whose medical knowledge is often 
limited to folk wisdom and whose curative methods consist in the indiscriminate application 
of tobacco (a ki nd of universal panacea) to all medical cases. The description of some cases 
borders on the absurd or the impossible, while others verge on the preposterous. Their first 
medical feat is to cure ‘death’. While Guimaraes, the voice of sound reasoning, is afraid to 
follow the doctor’s orders and blow smoke into the dead man’s mouth, the Dr. Menardes gives 
a great performance of authority 3 : 

In any case fear got the best of me. But Dr. Monardes! I would say that his very body, 
is stance, his shoulders, is feet firmly planted on the ground - all this radiated confidence and 
determination. He inhaled on the cigarella two or three times blowing the smoke from his 
nostrils like a fire-breathing rhinoceros, two thick streams of smoke rose from either side of his 
face and for a moment he reminded me of a mythical bull with two horns of smoke (14) 

While the doctor’s authority is conveyed by his attitude and physical stance, 
Guimaraes’ further description, by introducing the rhinoceros, the bull and indirectly the devil 
as the terms of comparison, undermines these claims to authority. This is the basic strategy of 
the text: to make claims to knowledge and authority and then to subvert them by recourse to 
tropes like irony and oxymoron. For example, when the doctor, wanting to impress the 
audience, uses the medical jargon and asks Guimaraes to ‘pulpate’ instead of ‘palpate’, the 
irony of the mispronunciation is not lost upon the educated reader. This strategy is repeated to 
reveal the pretence of another illustrious member of the medical community, the English Dr. 
Cheynell, who, in a discourse meant to impress the king and convince him of the usefulness of 
tobacco, uses the wrong Latin plurals: “our enlightened king [...] must protect our bodies not 
from illnesses and contagions [...] against bacillusae and bacteriae 4 , but rather against hostile 
armies” (153) 

Afterwards, they have to give an enema to the king’s son, afflicted with intestinal 
worms. The crude humor of the procedure, where Guimaraes had to blow tobacco smoke 


3 The doctor makes use of the theatrics of confidence whenever he deals with a difficult case. When Guimaraes is 
about to make a mess of the treatment of a young woman, the doctors steps in and puts things right:”The presence 
of the doctor and his confident manner suddenly inspired calm in all of us, but especially in me. I somehow felt 
certain that he would solve the problem. The doctor radiated such assurance, such confidence about his person - 
that was one of the great secrets of his success in the medical profession. This confidence, of course, was due in 
large part to his enormous wealth of knowledge, but not entirely. It was also a mysterious gift, which some people 
possessed, others not” (117) 

4 The correct forms are ‘bacilli’ and ‘bacteria’. 
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through a glass tube inserted into the prince’s anus, while the doctor was administering an 
infusion at the other end acts as a ki nd of biting comment on the doctor’s source of wealth and 
prestige. Because, as Guimaraes informs the reader 

Dr. Monardes made his name in worms and established a prospering practice.[...] His 
wealth dates back to that time and even to this say it is based on the curing of that illness and 
not the doctor’s numerous far more serious medical achievements. It could be said that Dr. 
Monardes’ wealth is shored up by worms, that he had turned worms into gold. (18) 

It turns out though that Dr. Monardes owes his wealth not only to this widespread 
condition, whose roots lie in the widespread lack of hygiene, but also to his deep involvement 
in the slave trade. The doctor confesses to his assistant that the origin of his wealth lies in the 
partnership he had set up with a slave trader. The story of Nunez de Herrera illuminates the 
relationship between medicine and colonialism in the context of early Europe. Medical ethics 
are simply non-existent, and medical practice is a lucrative profession. The Doctor’s success is 
doubly indebted to colonialism, first as the capital he used to open up his practice came from 
the slave trade, and second as the plant that allegedly cured all the “ills” had been brought from 
the New World. Although he professes to be a humanist, Dr. Monardes is a ruthless proto¬ 
capitalist, who is as knowledgeable in worldly matters as he is in his use of tobacco. Taking 
his time, he explains to the naive Guimaraes the complex interdependence of power and money. 
In his analysis of de Leca’s strategy one can recognize the contemporary misalliance between 
the economic and the political, which lies at the root of corruption: 

Power is what tempts him, not riches. People are different. Those like him are the most 
refined examples of the human animal species. He wants to rule, to make decisions and to 
govern. Though wealth he has made many people dependent on him. He has bound them with 
a golden chain, which no one breaks, and now they are loyal to him, literally to the grave.(27) 
The doctor invests the same interest that he has for wealth into following philosophical 
fashions. He professes to be a Renaissance man and a humanist insofar as this is the fashion of 
the day. When Guimaraes replies that as a wealthy man he does not need to follow any 
philosophical fashion, the doctor gives him a lesson of intellectual pretence. As a learned man, 
to keep up his scientific prestige and high social standing, he feels obliged to read all the books 
written by the “Northern fools” 5 ; moreover, he has a keen sense of the cultural pragmatics of 

5 As Joel Myerson demonstrates in “Emerson’s ‘Success’—Actually, it is not,” the passage that annoys Dr. 
Monardes so much that he throws the book of a “Northern fool” into the sea is in fact one of the best knows 
misattributions to Ralph Waldo Emerson: “To laugh often and much; to win the respect of intelligent persons and 
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science and of its historical development and he warns his assistant that “Tomorrow it may not 
make any difference that you were rich and highly successful in medicine. It may turn out that 
the only important thing will be whether you were a man of the Renaissance and a humanist.” 
(40) 

As a humanist, Dr. Monardes shares his contemporaries’ distrust in scholastic theology 
and its fatuous arguments and disputes. Professing to offer some useful insights on the 
relationship of the soul to the body, the doctor’s philosophical discourse is as much a sham as 
the scholastic religious discourse. The flowery and ornate style and the long-winded sentences 
that more often assert and refute rather than argue are a perfect imitation of scholastic discourse. 
While the purpose of the brief philosophical essay intercalated at the end of the “Worms” 
chapter is to define the soul against theological speculation, this is done almost en passant, in 
a short Latin phrase which remains as obscure as the discourse it attempts to unsettle: “a type 
of interaction and actio pro functio et junctio of the four bodily humors with the bodily organs” 
(33). Most of the essay is focused on a misguided attempt to reject Neoplatonism by using 
dubious arguments, at least one of which is a kind of indirect ad hominem refutation of the 
reality of the soul. Unable to think of serious alternatives to platonic idealism, Dr. Monardes 
resorts to an intricate reasoning to prove it wrong, a mixture of pragmatism (what he calls 
common sense) and moralism: 

They say [...] that each soul is valuable in and of itself. This is the height of inanity! 
What value could the soul of a killer have? [...] Even if the soul really existed, it would 
resemble everything else we see in nature and the world which is either well or poorly made, 
either precious or worthless, with all the levels between them, as between gold and charcoal. 
[...] the soul, if it exists, could not possibly be anything particularly special - it would be like 
the leaves on the trees, like drops of rain, the stones on the road or the grass in the field.(34) 

It becomes increasingly clear that far from being serious debate, this does not even 
qualify as philosophy, insofar as the whole train of argumentation is logically wrong, confusing 
the ontological with the ethical. However, this confusion is not a naive one, as it comes not out 


the affection of children; to earn the approbation of honest citizens and endure the betrayal of false friends; to 
appreciate beauty; to find the best in others; to give of one’s self; to leave the world a bit better, whether by a 
healthy child, a garden patch or a redeemed social condition; to have played and laughed with enthusiasm and 
sung with exultation; to know even one life has breathed easier because you have lived—this is to have 
succeeded.” (18) The passage had been written by a contributor the Boston National Magazine magazine in 1911, 
Bessie A. Stanley. Its inclusion in the novel points to the recursive theme of mistakes (mis-pronunciation, mis¬ 
quotation and mis-atributtion, and later, in the episode of the spirits exorcism, mis-understandings) 
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of ignorance, but out of a definite pragmatic interest. The doctor is engaged in a kind of power 
struggle with the church, a struggle over resources and authority. 

The ‘humanist’ conclusion of the doctor’s essay is that “man is simply a pipe, [...] 
through which nature passes - it goes in through one side and out through the other.” (35) This 
conclusion goes hand in hand with another concept that Dr. Monardes came up with and which 
Guimaraes quotes from one of the treatises: “ Eat-to shit is a complex concept invented by Dr. 
Monardes and made up of two words. According to the definition that Dr. Monardes offers in 
one of his treatises “it describes man from one end to the other as a natural machine and almost 
fully exhausts his significance as a creature in the wider framework of Nature”. (57) 

What transpires from the doctor’s pseudo-philosophy is in fact his anti-humanism, for 
according to the Renaissance humanists, the gift of free will meant that man was able to choose 
between exercising his rational and spiritual powers (and in this way becoming more like God 
and the angels) and neglecting them, and thus sinking to the level of brutes. The Renaissance 
manifesto, Pico de la Mirandolla’s Oration on the Dignity of Man described man as “the 
interpreter of nature, set midway between the timeless unchanging and the flux of time” (4), 
not as the slave of nature, as he appeared from Dr. Monardes’ description. His concept of man 
as a “natural machine” reminds one of another philosopher and physician, Julien Offray de la 
Mettrie, whose work L ’homme machine was one of the earliest examples of French 
materialism. Yet la Mettrie’s materialism was more philosophically complex and refined than 
the doctor’s cynical pragmatism. 

In contrast to the amoral pragmatism of Dr. Menardes, Guimaraes’ philosophical stance 
would be best described as a kind of natural Gnosticism. Guimaraes, of low social extraction, 
still preserves a kind of innate respect for what lies beyond his reach. His healthy common 
sense frequently saves him from the trap of ridicule into which the doctor is often pushed by 
an excessive belief in rationalism. Guimaraes’ conception of Nature reveals it to be more akin 
(in its dualism of a spiritual God and a material Nature) to the Gnostic demiurge than to the 
early modern concept of Nature as the complement of God that was pertinent to natural 
philosophy: 

the world is simply mad Nature’s work [...] is there anything more endlessly energetic, 
more lavishly fertile, yet crazier, than she? [...] she would be of the female sex, of course, 
giving birth to a child every five minutes, laughing and jumping about at the same time, and 
impregnated without a visible agent, as if by the wind itself. [...] she alone is the procreator of 
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the world. Not the Devil or God, not some evil genius or some moronic mad scientist, much 
less the good Lord, but simply a mad, all-powerful, all-purblind, accidental and chaotic Nature. 

( 3 ) 

While Guimaraes hates and reveres Nature simultaneously as a kind of displacement of 
centuries of religious belief, Dr. Menardes adopts the attitude of an empiricist that questions 
everything which lies beyond immediate perception. This difference is brought to light by their 
dispute after they exorcise a poltergeist with tobacco. Shaken by the experience, Guimaraes is 
ready to believe that there is something beyond the material world; the doctor, however, 
strongly denies it. He calls the spirits “misunderstandings”, “mistakes in the functioning of 
Nature” (83-4). The doctor’s denial of the existence of the spirits which he had so courageously 
fought before reveals a kind of schizophrenia, a gap between acting and thinking. At the same 
time, his empiricist stance appears as another intellectual pretence: his theory of the spirits as 
“misunderstandings” reveals the limits of his understanding and his incapacity to deal with 
what exceeds his dogmatic empiricism. 

Thus the hybrid framing of the novel, employing both a scientific and philosophical 
discourse and a picaresque narrative deconstructs the character of Dr. Monardes, who turns out 
to be a sham scientist and a sham philosopher. What kind of (anti)hero is then the doctor? Is he 
a quack, a charlatan? There is not enough textual evidence to prove it, or rather: the medical 
knowledge on which the doctor relies is the average humoral theory of the day going back to 
Hippocrates and Galen. When asked to give a speech at the court of king James in support of 
the use of tobacco, the physiological explanation of the workings of tobacco on the human 
body relies almost exclusively on the Galenic theory of the humors and of disease as a result 
of humoral imbalance 6 . At the same time, the Renaissance was the age of medical progress, the 
age of Andreas Vesalius, who dared to contradict Galen on the basis of his anatomical studies 
of dissected bodies. Dr. Monardes, though, does not belong to the category of revolutionary 
physicians. His interest does not lie in experimenting and advancing new theories, yet this does 
not make him a quack. My contention is that the real point of the novel is to reveal the hidden 
connections between the early scientific discourse and the nascent capitalism that thrived on 

6 Here is Dr. Monardes’ extended argument: “the smoking of tobacco must be practiced primarily after travelling 
in foggy and rainy weather, since it hinders the inflammation of the mucus membranes and hence rheum and 
generally removes all harmful agents which the moist and foul air induce within the head and other parts of the 
body. The smoking of tobacco at such a moment is beneficial for every bodily state, except for when the brain has 
a very dry composition.!...] We must also remember that there are two ways of using tobacco: the first is to hold 
the smoke in the mouth and from there to pass it through the nostrils to warm and dry the brain and to dissolve 
and disperse the cold humors and unnecessary air found therein.(162) 
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Spain’s colonial enterprises. Dr. Monardes is a capitalist hero, an entrepreneur. Having already 
raised a capital from the slave business, he uses the discovery of tobacco in an entrepreneurial 
way, to make a profit, gather fame and money. In his ground-breaking Theory of Economic 
Development Schumpeter claimed that economic development was due to the entrepreneur, an 
agent of innovation that was able to perceive the new opportunities in his historical 
environment and take advantage of them in order create new products and services. (64-5) 
When Guimaraes refers to the Doctor’s ‘secret of success’, he paints the picture of a medical 
entrepreneur: 

What is the secret of success in the medical profession? [...] the ability to predict the 
future. [...] Long before he took up medicine, sailors with cigarellas were as common as 
blackberries in the port of Sevilla. But the doctor foresaw that tobacco had a great future, and 
he became grand and rich. He also foresaw that the New World would need slaves and got into 
that trade, together with Nunez de Herrera, and became if not grand, at least richer. Nobody 
could predict the future like he could. And it’s not that tobacco is so very curative - it is, of 
course, and this is important, but if you go down to the chemist del Valle’s, he can tell you 
dozen of substances, which, although they don’t have the healing power of tobacco, 
nevertheless they have many merits, but no one has ever heard of them and almost no one uses 
them. (180-1) 

Dr. Monardes is, therefore, an example of early capitalist practice in medicine. This 
explains, on the one hand, his anti-humanism, his amoral pragmatism and lack of interest in 
scientific discovery. For Dr. Monardes, science is the handmaiden of capitalism, whose 
practices, although incapable of theorizing, he uses to perfection. As an entrepreneur, he 
combines ruthlessness and vision (what Guimaraes calls ‘predicting the future’) with a keen 
sense of the necessity of promotion. His frequent speeches on the miraculous curing properties 
of tobacco are less scientifically descriptive and more economically prescriptive. He even 
seems to be aware of the basic rules of customer service when he reprimands Guimaraes for 
shouting at the husband of a sick woman: “You should not have lashed out at the man like that. 
The woman is sick, but he is the one paying. Never forget who is paying.” (69) Subservient to 
profit, science becomes thus one among many ways of making a fortune, a thing blandly 
recognized by Guimaraes in a chapter entitled ‘For the treatment of domestic animals and the 
quick accumulation of wealth’. The surprise ending of the novel, when after the death of his 
master, Guimaraes discovers that the doctor did not leave him anything except a letter in which 
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he instructed him on how to bribe the city authorities in order to obtain his house, leaves us in 
no doubt: the great advertiser of tobacco is another great ‘master of combinations’ in the vein 
of Ostap Bender and his enterprising friends. 
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Abstract: Against the backdrop of social, political and cultural upheavals that Latin America goes 
through during the last two decades of the nineteenth century and the first two of the next (1880-1920), 
a new artistic movement is born: “modernismo Initially regarded as a phenomenon almost exclusively 
lyrical, rooted in the poetic creation of Ruben Dario, modernism comes to be considered not only a 
literary school, but a form of expression sui generis which transposes the profound historical 
transformations experienced by the subcontinent until today. In this paper, we aim to provide a brief 
review of some theoretical aspects related to Hispanic-American modernism: definitions, typologies, 
stages, traits, as well as its manifestation in poetry and prose. 

Keywords: Modernism, Latin America, mundonovismo, poetry, novel 


While Europe was shaping the patterns of modern poetry, experimenting with novel 
ways of addressing human issues and new meanings of words, Latin America was the scene of 
intense turmoil; the subcontinent was feverishly seeking its road to progress, to democracy and 
freedom, ideals for which it was facing hardships that required to be overcome at the cost of 
great sacrifices. The realities of Latin America imposed upon the literature, the philosophy and 
the art of the New World a number of distinctive features - a more vigorous social dynamism, 
a deeper rooting in the historical context and a more vivid militant character - which reflected 
the complexity of modem life and, at the same time, the contradictory, fluctuating and restless 
artistic conscience of modern man. 

Against the backdrop of these social, political and cultural upheavals, the last two 
decades of the nineteenth century and the first two of the next (1880-1920) are witnessing a 
relatively complicated process from which a new artistic movement is bom: modernismo 1 - it 

1 Under the name of “modernismo” there can be identified at least two distinct literary phenomena: the first one 
is culturally related to Hispanic America and Spain, whereas the second, which appeared later, is linked to Brazil 
and Portugal. 
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arises from bringing together heterogeneous creations which have as a common denominator 
finding those innovative ways of expression able to give voice to the compelling problems 
engendered by historical circumstances. 

Thus, modernism emerges like an authentically Latin American literary movement, 
strong enough, as Harold Bloom stated, to have an echo on the Old Continent: it comes to 
decisively influence the literary activity in Spain and then Portugal, and to transform Latin 
America from the resonance box of major world events into the very irradiation center of a 
large creative manifestation. Meanwhile, such authors as Angel Rama or Roberto Fernandez 
Retamar elaborate on modernism as the cultural equivalent of the imperialist expansion of 
capitalism that characterized the relations between Europe and Latin America at the end of the 
nineteenth century. 

Nowadays, reinterpreting the notion of modernism has followed two divergent but 
complementary directions: on the one hand, the concept has gradually acquired a meaning 
increasingly more comprehensive both in terms of its temporal extension as well as in terms of 
the degree of inclusion of authors and original works that had not been initially associated with 
the set of modernist opinions and ideas from an aesthetic point of view; on the other hand, there 
have been attempts to deepen ties between modernist literature and the socio-economic 
changeovers that took place in Latin America during the actual manifestation of the movement. 

In the opinion of Ivan Schulman, Hispanic modernism roughly comprises two different 
dimensions 2 : according to traditional criticism, this movement is a literary school whose roots 
are to be found in the poetic creation of Ruben Dario 3 (i.e. Azul/Blue - 1888 and Prosas 
profanas/Profane Prose - 1896); in other words, it is a phenomenon almost exclusively lyrical, 
mainly due to the impingement that French Parnassians and symbolists, especially Verlaine 
and Baudelaire, exerted upon the poets of the New World; a miscellaneous cultural force, 
modernism has also nurtured itself from the unusual artistic sensitivity of English Pre- 


2 Ivan Schulman, El modernismo hispanoamericano , Buenos Aires: Centro Editor de America Latina, 1969, 
quoted in Ramon Luis Acevedo Marrero, El discurso de la ambigiiedad. La narrativa modernista 
hispanoamericana, San Juan/Santo Domingo: Isla Negra Editores, 2002, p. 12. 

3 Felix Ruben Garcia Sarmiento, known under the pseudonym of Ruben Dario (1867-1916), is considered the 
father of Hispanic American modernism and the one who theorizes and spreads the modernist concepts throughout 
Latin America and, later, Spain, once he arrives in Madrid (1898). Along with him, Jose Marti, Manuel Gutierrez 
Najera, Julian del Casal, and Jose Asuncion Silva belong to the “first modernist generation”, and names like 
Amado Nervo, Leopoldo Lugones and Guillermo Valencia are to be counted among the disciples and, obviously, 
the followers of the Nicaraguan poet. 
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Raphaelitism, of Medieval poets, or of some iconic figures such as Edgar Allan Poe, Walt 
Whitman, Oscar Wilde or Gabriele D’Annunzio. 

As its fundamental characteristics are the particular concern and attention paid to 
formal, aestheticizing elaboration (seeking the verbal harmony of verse through a renewing 
metrics which combines rhythm, color and plasticity), modernism has come to be defined as a 
literary direction that incorporates, in search of immaculate beauty, all the elements considered 
to be beautiful in other arts, such as music, painting, architecture, or dancing. Thus, the universe 
of poetry is built of sumptuous scenery and exotic objects, idealized situations and essentially 
cosmopolitan characters; there stand out the predilection for aristocratic elegance and pictorial 
descriptions, the rejection of everything prosaic, the inclination towards escapism and 
melancholy, skepticism and pessimism, the cultivation of sensoriality and sensuality, of 
exotism and fantasy, of “pure”, disinterested art, opposite to political, social and economic 
immediate reality. The rigorous division of the world proposed by Romanticism is now being 
replaced by a transcendent and poetizing unity, just as the ugly, degrading, crude and distasteful 
aspects portrayed by regionalist Costumbrism, yield to the beauty, the decency and the delicacy 
that modernism discovers in situations, things and people. Likewise, the modernist creator is 
reflexive, lucid and critical with himself and with his own work, subjected to a permanent 
meditation; on account of him, the artistic elaboration intellectualizes itself, and the objectives 
turn precise, theorized. Consequently, poetry gains in Latin America, “besides the deep 
meaning of an effort, full of boldness and great artistic lucidity, to forge the lyrical patterns of 
a new way to feel and react to a new reality, also that of a method of replacing a new vision on 
reality with a manner of showing decorative images” 4 . 

According to these innovative ideas it disseminates, modernism - “a great movement 
of enthusiasm and freedom towards beauty” 5 , as Juan Ramon Jimenez defined it - also entails 
an estrangement from all the values that had been cherished during previous centuries; often 
going to extremes, it stands for the systematic breaking of ties with the past, the scorn of the 
ancestors and the pursuit of novelty. Moreover, modernism encompasses all those ideological, 
artistic and literary movements which, “under spontaneous or planned forms”, express a 
detachment from tradition “by means of anti-classical, anti-academic, anti-traditional, anti- 


4 Francisc Pacurariu, Scriitori latino-americani, Bucureqi: Editura pentru Literature Universala, 1966, pp. 201 - 
202 (our translation). 

5 Juan Ramon Jimenez, El Modernismo: notas de un curso [1953], edicion, prologo y notas de Ricardo Gullon y 
Eugenio Fernandez Mendez, Mexico: Aguilar, 1962, p. 17 (our translation). 
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conservative attitudes of any kind, a repulsion sometimes pushed down to a radical 
negativism” 6 . 

In contrast to this first and somewhat restrictive conception, there arises a second one, 
broader, deeper and more comprehensive, that can be summarized in the definition formulated 
by Federico de Onis, whose early interpretation succeeded triumph as a result of further 
research and theorizing: “Modernism represents the Hispanic form of the universal crisis of 
literature and of the spirit, which around 1885 started the dissolution of the nineteenth century 
and which would manifest itself in art, science, religion, politics and, gradually, in the 
remaining aspects of life, having so all the attributes of a profound historical change whose 
process continues today” 7 . 

Seen from this angle, modernism is not a literary school, but the Hispanic American 
version of a universal or, at least, Western phenomenon, which acquires in Latin America, due 
to its peripheral condition, a form of expression sui generis that transposes the intense historical 
alterations the subcontinent has experienced until today. However, beginning with the last 
decades of the nineteenth century and despite its marginal position, Latin America enters 
modernity - aesthetically, this concept, rather ambiguous from author to author, was also 
developed and theorized by Baudelaire, who identified the modern beauty with “the transitory, 
the fugitive, the contingent”, and modernity with “the half of art, of which the other half is the 
eternal and the immutable.. , 8 ”. 

The New World was, therefore, going through a critical period, of major changes, of 
dissatisfactions and uncertainties; it repudiated the old values and it started looking for new 
ones. So, modernism appeared as the very first reaction of Hispanic American authors, as their 
groundbreaking answer to modernity: “The modernistas were the first writers to experience 
and appreciate the all-encompassing alteration in the fabric of life in Spanish America brought 
by modernity. The modernistas were the first to witness the tragic face of science as it robbed 
legitimacy from the religious, magical, and animic worldviews that had ruled the daily lives of 
most Americans since before the arrival of Columbus. The modernistas were the first to define 
the poet as both visionary and outcast, at odds with the dominant social values while striving 
to reveal those aspects of reality hidden by habit and convention (...). The modernistas were 

6 Adrian Marino, Modern, modernism, modernitate, Bucure^ti: Editura pentru Literature Universala, 1969, p. 101 
(our translation). 

7 Federico de Onis, “Sobre el concepto del modernismo”, in: Espana en America , San Juan: Editorial 
Universitaria, 1968, p. 176, quoted in Ramon Luis Acevedo Marrero, op. cit., p. 12 (our translation). 

8 Quoted in Matei Calinescu, Five Faces of Modernity, 8 th edition, Durham: Duke University Press, 2003, p. 5. 
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the first to live the perhaps irreconcilable tension between the search for a spiritual community 
and a sense of national identity, on the one hand, and a longing to participate in the world arena, 
on the other” 9 . It was the period of an anarchist aesthetics, without rules, without imposing 
models, when writers had the freedom to seek and find their own way of expression; a 
permanent quest, many times resulting from losing or challenging the traditional values, and 
which applied not only on a literary level, but also on a social, philosophical and existential 
one. 

Modernism’s development in Latin America includes two phases: the first one is 
defined by attempts to appropriate, in a direct way, the literary and ideological elements, mainly 
European, associated with modernity; it is the period of exotism, of aestheticism, of centrifugal 
orientations, when every artist secludes himself in his ivory tower, ignoring the American 
reality surrounding him. The second phase foregrounds the awareness of the impossibility to 
transplant to America the European cultural forms without entailing radical changes. The 
personal, autochthonous element is claimed, and the whole focus is on expressing and 
interpreting what is idiosyncratically Hispanic American. 

This whole new manner of perceiving and understanding the world, known as 
mundonovismo 10 , was stimulated at a collective level by nationalism and “Hispanic 
Americanism”, tendencies that saw a great recrudescence towards the end of the nineteenth 
century, along with the threat of United States’ political, economic and cultural expansion. It 
is the time when the writer turns to the beautiful and quite often painful national or regional 
reality, with the purpose of reincorporate it into his work and give it a new interpretation. At 
the level of artistic representation, he frequently transposes this overwhelming Hispanic 
American reality by the telluric situation or, put differently, by “the human confrontation with 
the endless expanses of the subcontinent, with a wonderful and at the same time menacing 


9 Cathy L. Jrade, Modemismo, Modernity and the Development of the Spanish-American Literature , Texas: 
University of Texas Press, 1998, p. 5. 

10 A literary term coined by the Chilean critic Francisco Contreras in 1917 to express his opposition to Hispanic 
American modernism and his literary preference for an emphasis on the daily life of people in the New World. It 
has been most frequently used with regard to such works as Jose Eustacio Rivera’s La Voragine (1924), Ricardo 
Giiiraldes’s Don Segundo Sombra (1926) and Romulo Gallegos’s Doha Barbara (1929). These works have been 
designated novelas de la tierra (novels of the earth) by Arturo Torres-Rioseco, and the latter term is favoured by 
critics such as Jean Franco and Carlos Alonso. Cedomil Goic, however, prefers the term mundonovismo , because 
he uses it to categorize not only novels of rural life such as those mentioned above but also urban novels that 
emphasize local roots or regionalismo. See Daniel Baldestorm, Mike Gonzalez (eds.). Encyclopedia of Latin 
American and Caribbean Literature 1900-2003, London&New York: Routledge, 2004, p. 371. 
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nature” 11 . Exacerbated egocentrism, enhancement of personal consciousness, self-confidence, 
manifestation of personality and subjectivism, all these imply an absolute creative freedom, 
which enables him to develop his individuality without constraints of any kind. Self- 
referentiality, as the centerpiece of modernist literature, makes the writer a lucid individual, 
highly aware and concerned about the nature of his literary production; he is so much reflecting 
upon what constitutes the literary praxis, that his work becomes simultaneously its subject and 
its object, in other words, it becomes metaliterature. Ever since the beginning of modernism, 
the characteristics that were to become the quintessence of this literary movement have come 
forward with full force: artistic freedom, aspiration of renewal, syncretism, adoption and 
harmonization of the various tendencies, beauty of expression and, above all, originality, 
literary personalism, and desire to express what is typical by means of a language that meets 
the auctorial individuality. 

In prose, as in poetry, modernism promoted a special care for the form and the rigorous 
selection of language through the recurrent use of symbol and metaphor, of musicality and 
exotism of landscapes and sceneries. Furthermore, modernist prose does not circumvent reality 
in terms of its caricatural or unpleasant aspects; quite the opposite, both in delineating the 
characters as in describing the natural frame of action it stands out precisely by emphasizing 
those aspects of Hispanic American daily nature that can be habitually reckoned as grotesque 
or disgusting. 

The seeds of this renewing process that modernism initiated are bountifully to be found 
in the novelistic creations. Thus, the modernist novel cannot be reduced to a single aesthetic 
formula, given that it encloses a conglomerate of artistic influences: romantic, symbolist, 
Parnassian, impressionist, psychologist, realist, and naturalist. Nonetheless, what is worth 
highlighting is the interest it takes in the inner world of the characters and the approach of 
existential issues; equally, it definitively distances itself from the typical structures of the 
atmosphere novel prevailing at that time, and it is making way for the novel of figures, which 
implies a higher degree of introspection. 

Undoubtedly, the modernist novel contributed to the creation of a new kind of literary 
genealogy which was clearly breaking with the traditional models; this was also due to a series 
of innovations related to several marks of narrativity: narrator, space, time and character. These 


11 Paul Alexandra Georgescu, Literatura hispano-americana in lumina sistemica, Craiova: Scrisul romanesc, 
1969, p. 14 (our translation). 
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original elements can also be identified in the novels from the first half of the twentieth century 
that analyze dictatorship and the dictator figure. The first of them is the omniscient narrator- 
type figure, with an all-encompassing look and a pluriperspectivistic approach, an entity that 
controls every movement of his/her characters and that has the ability to freely penetrate into 
their minds. But this narratorial innovation represents only a first step in the evolution towards 
a narrator who makes use of his/her omniscience to turn him/herself into an investigator of the 
various levels of human consciousness, as well as of the temporal three-dimensionality of 
characters: it is the total narrator, an unmistakable landmark of Hispanic American 
postmodernist novel. Whereas in the nineteenth century novel the narrator overtly declares 
his/her omniscience, assuming the various roles of guide, psychologist or sociologist of the 
depicted reality, in the novel of the first decades of the twentieth century, the narrator presides 
over a literary universe which no longer appears to be crystallized in a causal or systematic 
manner, but rather, on the contrary, it is described as an inconsistent and ambiguous world. 

Omniscience is in this case elliptical, restrained, preferring a kind of presentation where 
the action is shown rather than told and using short dialogues introduced “in the style of stage 
directions” 12 . Another important feature of the omniscient narrator is the “Brechtian 
distancing” in relation to the matter narrated, which allows him/her the construction of a 
satirical ironic vision upon the characters. The means this perspective recurrently employs, 
such as caricature, animalization of characters or their conversion into puppets, fall into the 
tradition of the grotesque cultivated by Goya and Quevedo. Simultaneously, the narrator 
emphasizes the aesthetic function of his/her omniscience artistically elaborating the narrative 
substance through the appeal to contemporary art (cinema, cubist painting): hence, the visual 
surpasses the discursive, and the novel appears like a mosaic or a succession of juxtaposed 
paintings, whose effect is to give prominence to fragmentarism and its metonymic value. 

In the modernist-type novels that address the theme of dictatorship and the dictator, the 
objective historicity is dissolved and the action takes place within a time and a space that cannot 
be associated with specific real situations. Generalizing the spatio-temporal coordinates 
between which the character evolves has as main purpose to transform the dictator into a 
potentiality from any place and any time. Most often, he leads an imaginary nation over an 


12 Pedro Salinas, Literature/ espanola del sigloXX, Mexico: Antigua Libreria Robredo, 1949, pp. 115-122, quoted 
in Bernardo Subercaseaux, “ Tirano Banderas en la narrativa hispanoamericana (La novela del dictador, 1926- 
1976)”, in: Cuadernos Hispanoamericanos , n° 359, 1980, p. 326, 

http://www.cervantesvirtual.com/obra/cuadernos-hispanoamericanos—25/ (Last accessed: 22/11/2015). 
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undefined period of time between the late nineteenth century and early twentieth century. The 
action of the novel is therefore placed in an invented space which integrates and synchronizes 
a diversity of geographical, biological (flora and fauna), anthropological, and linguistic 
elements, considered as representative in terms of synthesis for the Hispanic American world. 
This generic framework, whose ambiguity and vagueness constitute its main features, is 
composed by articulating several micro-spaces among which urban ones are in the spotlight. 
Unlike the traditional novel that favors the linearity of time and space, the modernist novel 
stands out through the combinatorial game of temporal and spatial superpositions which help 
recreate a fictional world where fragmentation and rupture are predominating. The rapid 
transition from one scene to another and the almost imperceptible gliding between the analeptic 
and the proleptic, accompanied by pinpoint interventions of the present, are melding with the 
indeterminate expansion of timeline, the extreme temporal compression and the evenimential 
simultaneity or overlapping. 
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Abstract: Sarbacan, Scotoma and Strafin, the titles of the three novels written by Graf an Szekely, share 
an oddly suggestive power and disclose their meanings only very late, after the climax, illuminating the 
denouement. They are rare words and the author makes them even more precious, employing unique 
or even personal connotations. The novels themselves are built on myths and symbols, approaching the 
mirror and double motiffrom various perspectives. Graf an Szekely’s characteristic themes and motifs 
include the initiating journey, the labyrinth, the descend into Inferno, the Garden of Eclen where a 
protective spirit lives, the confrontation with the double, the power of imagination, destiny versus free 
will. Slidind from one place to another and one world to another makes room for subtle psychological 
analysis. The novelist masters the art of sliding from playful humour to lyrical, from irony to parody. 

Keywords: novel, myth, mirror, double, connotation 


Sarbacan, volumul de debut al prozatorul timisorean Ciratian Szekely, poate fi citit ca 
proza fantastica sau ca o meditape despre lucrurile cu adevarat importante. Microromanul 
dobandepe semnificapa unui ghid al conduitei etice - dar cu totul strain de orice ton 
moralizator - devenind un roman aforism, la fel cum haiku-ul se constituie ca esenpalizare a 
trairii poetice. 

Daca in moralitaple medievale Everyman se pomenea scindat intre influcntclc 
exercitate de Virtute §i Viciu, personaje alegorice, Sarbacan apeleaza la motivul lumii paralele 
- dar utilizat in sens simbolic - unde antagonistul i§i insu§e§te locul protagonistului. Intr-una 
din cele doua variante Darius a fost plamadit dupa chipul si asemanarea Virtupi, iar in cealalta 
i§i etaleaza imaginea reflectata intr-o oglinda stramba: chipul Viciului. Divizarea eroului poate 
fi intalnita §i in Portretul lui Dorian Gray de Oscar Wilde insa a luat o forma diferita: Dorian, 
neintinat la inceputul romanului, cade in curand prada efectului corupator al lordului Henry, 
personaj cu insemnele diavolului. Protagonistul lui Oscar Wilde nu-p pierde aspectul inocent, 
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semnele fizice ale degradarii morale se transfera asupra portretului pictat de una dintre 
numeroasele sale victime. 

Tema dublului, reluata in literatura romantica, figureaza in folclorul diferitelor lari din 
Europa. Omul apare dedublat in religiile tradiponale, a§a cum exista si o mulpmc de animale 
fantastice §i zcitap cu polaritate simbolica, benefica §i malefica. Traditia indo-europeana si 
biblica prezinta perechi de gemeni privip ca un tot - amintire a unitapi primordiale a 
androginului, dar fara sa pastreze starea de pcrfccpunc: Castor este inferior lui Polux, Remus 
lui Romulus, Cain lui Abel. 

Ideea dualitapi poate fi motivata prin credinla in metamorfoza, moarte si rcnastcrc. 
Sufletul reprezinta dublul corpului, separabil prin moarte, vis sau magie si reincarnat intr-un 
alt corp. Cel viu poseda un dublu aspect benefic §i malefic, dihotomie recognoscibila in diavol 
si inger pazitor. In legendele nordice si germanice, eliberarea de dublu, privita ca eveniment 
nefast, se sfar§e§te deseori in moarte, la fel ca descoperirea, in romantismul german, a dublului, 
complementar sau adversar. 

in drumurile sale reale sau imaginare, Darius intalncstc un alter ego benefic (intrupare 
a dublului protector), cateva fiintc pe masura sufletului sau, oameni comuni si, in stars it, 
proiccpa sa intunecata. Referirile lui la universuri paralele comporta doua acccppuni: lumea- 
revers, in care tanarul inzestrat cu rare cal i tap este inlocuit cu un tip anost §i meschin, respectiv 
teritoriul licpunii. Protagonistul imagineaza scenarii posibile la simpla aparipe aunor figuranp, 
cxcrcipi de imaginapc, dar §i jocuri psihologice, care sondeaza viata interioara a oamenilor. In 
pove§tile inchipuite de Darius, anodinul cautat se dovcdestc a fi o marca, menita sa ascunda 
arhetipuri. 

Intalnirea emblematica a bisericii-/o/;o.v, loc de identitate spirituals §i motivul cuplului 
primordial completeaza lesatura de semnilicapi. Confonn riturilor de trecere, momentele 
importante ale cxistcntci umane erau nasterca, casatoria si moartea. Protagonistul recunoa§te 
biserica unde a fost botezat, reintalnire survenita in prczcnta alesei sale, dar §i cu putin timp 
inainte de accident. Darius §i Aniela, imbrap§ap pe banca de piatra, reitereaza statuia disparuta 
a unui alt cuplu ideal, contele §i contesa. Imaginea trimite, deopotriva, la moarte: perechea 
nobila apartine trecutului, iar eroul se grabe§te sa-§i intalneasca destinul, reprezentat de aparipa 
antieroului. Lupta se da intre bine §i rau dar, la un alt nivel, intre exceptional si produsul uman 
de serie. Glisarile dintr-o lume in alta §i dintr-un loc in altul ii prilejuiesc autorului subtile 
analize ale sufletului omenesc si alternarea registrelor: umor §agalnic, lirism, ironie, pastisa. 
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Narapunea cu sertare, procedeu cu larga raspandire in literatura universala inca din vremea 
Decameronului si a celor O mie §i una de nopfi, este realizata in maniera postmoderna: istoriile 
ce trebuie citite in cheie parabolica recreaza un anumit tip de discurs lasand loc pentru deta§are 
ironica. 

Volumul de debut il dezvaluie pe Ci rati an Szekely ca fiind un prozator inzestrat cu darul 
povestirii, dar, deopotriva, preocupat de cladirea unei construedi cu niveluri consonante 
precum lumea interioara a eroului sau. Microcosmosul si macrocosmosul se oglindesc unul in 
celalalt si amandoua in faptura omului, minunata lucrare dupa vorbele prinpdui Danemarcei, 
rostite in singurul sau monolog neatins de melancolie sau deznadejde. 

Simbolistica deosebit de vasta a oglinzii e, de multe ori, contradictorie. Jurgis 
Baltrusaitis ramane maestru absolut in a-i releva plurivalcnta 1 : experienta spirituals cea mai 
inalta (la Sf. Pavel); obiect necesar de mediere in imbrati^arca stralucirii divine (Moise ca 
oglinda antropomorfa pentru Iehova), dar §i in lupta cu un inamic inzestrat cu puteri 
supranaturale (Perseu impotriva Meduzei); emblema a desavar§irii spirituale a universului; 
unealta pentru divinatic, imbracand fonne diverse si folosind reflectarea (de la suprafa|a 
speculara la apa, cristale, unghii date cu ulei); arma catoptrica a lui Arhimede sau a lui 
Prometeu cand a furat focul; poarta in aceasta lume pentru genii si demoni, deci instrument al 
Diavolului §i al vrajitoarelor; oglinzile constelate ale lui Paracelsus; oglinda lui Cagliostro 
(construita, spune legenda, dupa modelul aratat de spiritul lui Swedenborg); oglinzile teurgice, 
cabalistice, galvanistice; simbol al vanita(ii - hieroglifa egipteana pentru planeta Venus ia 
forma oglinzii. 

Nu este, poate, lipsit de importanta faptul ca, inca de la inceput, eseistul a semnalat 
scmnilicapilc contradictorii: „Spun ca pentru unii oglinzile au fost o hieroglifa a adevarului 
intrucat dezvaluie orice lucru care li se infa(i§eaza, a§a cum adevarul iese intotdeauna la iveala. 
Pentru al(ii, dimpotriva, ele au fost simboluri ale amagirii pentru ca deseori arata lucrurile altfel 
decat sunt.” 2 

Oglinda ca simbol al amagirii sau, in orice caz, nedesavarsit mijloc de divinatic, se 
constituie ca personaj central in al do ilea roman al lui G rati an Szekely, Scotoma. Intrupata intr- 
un medalion-amuleta purtat intotdeauna de Dante, ea se dovedeste agent al iluziei - in pofida 
func(iei apotropaice indeplinite. De§i in primele luni de cxistcnta a salvat viata eroului, peste 


1 cf. Jurgis Baltrusaitis, Oglinda. Eseu privind o legenda piinjificd. Revelafu, science-fiction $i m§elaciuni, 
Bucure:?ti, Editura Meridiane, 1981 

2 Raphael Mirami, apud Jurgis Baltrusaitis, op. cit., p. 13 
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ani exercita o anume tiranie asupra acestuia, determinandu-1 sa ia decizii in funcpc de imaginile 
echivoce, ivite pe suprafa^a de argint §lefuit cu migala. „Oglinzile magice aratau destinele si 
lumea de dincolo in reflexe enigmatice prin excelen^a.” 3 Adevarata oglinda magica, medalionul 
arata persoana dorita, pe Sara, cand Dante se gande§te sa se apropie de fata pe care abia o 
intrezarise. §i, de asemenea, medalionul poate fi asimilat, simbolic, annei incendiare a lui 
Arhimede prin efectele declansate de prevestirile lui. Cu toate acestea, ramane nelamurit - in 
eseul scriitorului lituanian si in Scotoma deopotriva - daca obiceiul de-a consulta oglinzi 
magice nu merita incredere sau daca, in caz de e§ec, vina se cuvine atribuita celui ce 
interpreteaza divinatia. In antichitatea greaca incercarea de contracarare a sortii atrage dupa 
sine nenorociri, conducand, de regula, exact spre evenimentul ce trebuie evitat. Dante nu este 
insa un erou tragic, tentat de depasirea unor limite nepermise, ci unul exceptional, prima data 
incercat la o varsta extrem de frageda (confruntarea cu moartea la cateva luni dupa sosirea pe 
lume), incercare anterioara utilizarii oglinzii pentru divinatic. Erou exceptional Hind, viata lui, 
inca de la inceput, va lua forma unei calatorii obstaculate. §i doar celor merituo§i, odata intrati 
in labirint, li se ingaduie ajutorul din partea unei Ariadne, in Scotoma se va numi Aimee. 

Romanul lui Gratian Szekely nu trimite sugestii inspre traditia medievala, ce incrimina 
oglinda prevestitoare, considerand-o instrument al Diavolului. Totusi, nici ea, nici alte 
modalitati de a scruta viitorul, nu se dovedesc, nici pe de parte, infailibile. Ghicitul in carti §i 
cafea, decizia lasata pe seama rcusitci sau e§ecului unui joe, talmacirea viselor presupus 
premonitorii, superstitiile referitoare la faptura malefica, icsita in cale (pisica neagra) se releva, 
fara exceptie, ca incercari ratate ale personajelor de a captura fericirea. 

Autorul pastreaza tehnica povestirii cu rama: firul narativ principal se intretaie cu istorii 
diferite, destine prinse sau doar schitate ale unor eroi, antieroi §i biefi oameni care isi urmaresc 
visele sau scopurile. Destinul uman apare descris de doua sintagme: a face pe dos si a merge 
in cere. Mersul in cere in momente cruciale este sinonim cu parcursul ocolit, ce se indeparteaza 
de tinta drumului. Dante se inscrie pe traiectoria circulara cand amana importanta intalnire cu 
Sergiu, nehotarat daca trebuie s-o aleaga Sara sau pe Eliza, si apeleaza la medalion sa hotarasca 
in locul lui; dupa ce abia a intalnit-o pe Aimee, strabate coridoarele edificiului-labirint fara 
tinta, pana ce ea se intoarce sa puna ordine in haos. Pentru Aimee §i Memy, a face pe dos 
inseamna a nu urma prevestirile; Memy va avea parte de o casnicie fericita, in timp ce nepoata 


3 Jurgis Baltrusaitis, op. cit., p. 78 
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ei hotarastc sa se desparta de Dante, cu toate ca visul ce-i pccctluicstc hotararea putea scmnifica 
o incercare de a continua relap a. 

S-ar parea ca avem de-a face, pe deplin, cu o carte despre iubire, dar tema iubirii se 
intretaie cu temele erorii si bataliei sexelor. Discupa dintre Dante si Abel (posibil alter ego al 
sau la alta varsta) potenleaza sensurile, protagonistul dobandestc investitura de raisonneur al 
autorului: atitudinea oamenilor deriva din istoriile anterioare, obsesii, cducapc, sfaturi oferite 
cu intenpi bune sau dimpotriva. Personalitatea Emei a fost, parpal, determinate de cxpcrienta 
iubirii pentru un om ipocrit ca Flavius, dar rolul hotarator 1-a avut Sabina, care si-a modelat 
prietena dupa chipul §i asemanarea ei. Isabelle a csuat intr-o casatorie lipsita de pasiune pentru 
ca a urmat sfaturile unor false prietene. Educapa neadecvata a hranit egoismul copiilor: cazul 
Emei si cel al lui Sergiu. Jocul inllucntclor completeaza batalia sexelor, iar relapile interumane 
seamana tot mai mult cu sahul sau cu strategia de pe campul de lupta. 

Infap§area versatile a lui Aimee se constituie ca semn al feminitapi ideale, chintcscrpa 
a mai multor pcrsonalitap: sobra §i eterica aparipe, ce se pregate§te sa intre pe scena pentru a 
canta o sonatina de Dvorak, dar §i tanara moderna si rebela. Precumpanitoare ramane insa 
substania angelica, subliniata de metamorfoza personajului, in prima inserpe onirica din roman, 
intr-o fiinpi luminoasa ce intoneaza un cantec. Personajul din vial.a diurna canta la flaut, 
instrument al muzei Euterpe si al ingerilor. Dupa cum o arata §i prenumele, este femeia ce 
merita a li iubita, del,inatoarc a secretului de a transfigura in calitap trasaturi care, la celelalte 
femei, ar indica defecte. Eroina - pe deplin eroina - cu diverse chipuri cumuleaza in faptura sa 
mai multe siluete feminine exemplare: Euterpe, Ariadna, Galatheea. Sau, poate, se reveleaza 
ca avatar al lor. 

Galatheea constituie una dintre variantele motivului statuii, ce beneficiaza, in Scotoma, 
de o simbolistica variata. De la starea de increat, de pre-Galatheea: „Asemeni unei statui pe 
care sculptorul o condamnase sa stea-ncremenita-n pardoseala din marmura, c-un zambet pe 
chip. Trist de-asta data.” 4 la aceea de obiect insuflept de iubirea creatorului: „Dezalcatuita-n 
privirea lui, amestecata c-o farama din suflarea-i, se intrupa la loc mai frumoasa ca-nainte.” 5 
In rol de Ariadna, misiunea lui Aimee nu se reduce la ghidarea lui Dante in interiorul edificiului 
ce inglobeaza o sala de spectacol; imediat dupa incheierea recitalului, il invita s-o inso|easca 
in orasul ei natal, un taram edenic: „Un gazon, proaspat tuns, se revarsa in puhoaie verzi, umede 


4 Grapan Szekely, Scotoma, Timisoara, Editura Bastion, 2009, p. 46 

5 Ibid., p. 85 
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din dreptul caselor pana in trotuar, spumele din topaz se-ntorceau domol in pamant. Flori destul 
de purine, §i doar in ghivece mari, in fa(a portilor. Hi dadea scnzapa de cura(enie, de ordine. 
Lini§te, o tacere solemna, venita din timpuri in care verdea(a era mai vcsnica decat 
discernamantul moral. Pomul cunoastcrii fusese inrobit in balustradele podctului peste care 
trecusera. Radacinile-i ajunsera din urma §i acum se inso|ea cu trotuarul pe care calcau.” 6 
Sender inseamna, in franceza, poteca §i, desigur, nu e un detaliu intamplator faptul ca eroii 
parcurg drumul de la gara la casa bunicii pe o carare din caramizi galbene, ca aceea ce traseaza 
drumul drept in Vrdjitorul din Oz. 

Androginul, la fel ca statuia, copacul §i Edenul, desemneaza motive recurente in roman. 
Sentimentul de coincidentia oppositorum persista in episoadele cu Dante si Aimee. Sa fie 
Aimee un inger sau formeaza unul doar impreuna cu Dante? „Isus spusese ca in Cer nu ajung 
decat sufletele drcptilor; Swedenborg a zis §i ca ele trebuie sa fie inteligente; Blake avea sa 
adauge mai tarziu ca trebuie sa aiba harul artei. Ingerii lui Swedenborg sunt suflete care au ales 
Cerul. §i se pot lipsi de vorbe; de cum se gande§te la alt suflet, Ingerul il si are alaturi. Doua 
(iintc care s-au iubit pe pamant alcatuiesc un singur Inger.” 7 

Cu toate acestea, Paradisul din Sentier este succedat de Purgatoriu si Infern - cu atat 
mai dureros, cu cat Dante nu mai beneficiaza de nicio calauza. incercari de a (re)construi 
Paradisul cu ajutorul utopiilor, ce sfar§esc in csec sau dictatura, apar in mai multe parabole din 
carte. Nostalgia care-1 mistuie pe Dante se intrupeaza in legenda copacilor care au invins 
moartea prin dragoste impartasita, ce am in teste de mitul cuplului Filemon §i Baucis. 

In Infernul fara Beatrice haladuiesc creaturi terifiante: Lamiile devoratoare de barbap, 
adica Sabina; Harpiile, fiin|e de prada - Teodora, a carei autoadoratic narcisica a condus-o spre 
amoralitate; Amfisbena, sarpelc sau balaurul „care merge in doua direcpi” 8 - insclatoarca Ema. 
Dintre cele trei Gorgone (Eliza, Teodora si Ema), doar ultima reu§e§te sa-1 impietreasca pe 
Dante, pastrandu-1 temporar langa ea. Capitolele ce o au in central lor pe Ema - chiar daca, in 
cea mai mare parte, rolul naratoralui ii apartinc - se citesc ca un revers al scctiunii dedicate lui 
Aimee. 

Scotoma marturise§te preocuparea scriitoralui pentra rafinament stilistic. Caden(a §i 
melodicitatea frazei seamana pe alocuri cu proza poetica: „Cu tine timpul parca nu trece. Parca 
sta. Parc-o entitate divina incarliga mosorul timpului agale, aproape nevazut. Fiece secunda e 


6 Ibid., p. 60 

7 Jorge Luis Borges, Margarita Guerrero, Cartea fiinfelor imaginare, Ia§i, Editura Polirom, 2006, p. 289 

8 Ibid., p. 15 
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invrednicita sa ramana atarnata-n scrinul cu amintiri. Si papiota cre§te, si bucuria mea create la 
fel.” 9 ; „Acea proba a ipocriziei, intaiul graunte de nisip, dibuit in zidul cctapi ce paruse din 
granit avea puterea sa preschimbe fiece piatra-n nisip. §i-n amurgul urmatoarei zile piatra va fi 
vanturata-n pustiu.” 10 

Scotoma se fertile sa traseze concluziile finale ale aventurii existentiale in care s-au 
implicat Dante si celelalte personaje principale. Din moment ce Dante si Aimee nu raman 
impreuna, o umbra de indoiala plute§te asupra increderii in mitul androginului - silueta abia 
intrezarita, Sara apare, mai degraba, ca o posibilitate de implinire, nu o certitudine. Nu se poate 
exclude, insa, nici cxplicapa confonn careia eroul s-a insclat asupra identitapi partenerei ideale, 
asa cum nu e imposibil ca premonitiile din oglinda sa fi existat doar in mintea lui Dante. 
A dm i tan d o pluralitate de interpreted, Scotoma devine o lectura cu atat mai incitanta. Gratian 
Szekely pare a dori sa nu striveasca, nici in al doilea roman al sau, corola de minuni a lumii. 

A1 treilea roman al lui Gratian Szekely, Strafin, se indeparteaza de literatura fantasy, in 
care puteau fi incadrate cartile sale anterioare. Cu toate acestea, un cititor avizat recunoaste 
temele si motivele caracteristice romanelor scriitorului: calatoria initiatica, labirintul, 
coborarea in Infern, gradina paradisiaca, locuita de un spirit protector, confruntarea cu dublul, 
puterea imaginatiei, suprematia destinului sau, dimpotriva, posibilitatea de a-ti alege propria 
cale. 

in cele trei volume scrise de Gratian Szekely temele si motivele sunt utilizate pentru a 
descrie personaje si situatii diferite: cararea de caramizi galbene din Scotoma duce spre un 
taram al fericirii si iubirii impartasite, dar drumul de tara, aspru si gol, din Strafin reprezinta un 
traseu al penitentei; timpul subiectiv transforma realitatea in Sarbacan, facand posibila 
inlocuirea protagonistului prin antagonist insa in Strafin constituie doar o metafora: roata cu 
scaune aflata in locul de joaca seamana cu un ceas care se invarte, grab it, in directie inversa 
redesteptand astfel amintirile - personajele constata, cu tristete, ca trecutul nu poate fi 
schimbat. 

in Strafin se interfereaza tema mortii, a minciunii si a teatrului ca instanta de revelare a 
adevarului. Pe langa alegerea realitatii contemporane pentru desfasurarea actiunii - o realitate 
nemiloasa, dobandind stranietatea naratiunilor gotice - o alta schimbare este adusa de 
protagonist: pentru prima data un personaj feminin si, tot pentru prima data, un antierou. Edina 


9 Gratian Szekely, op. cit., p. 72 

10 Ibid., p. 149 
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se dovedeste fennecatoare, inteligenta, culta, creativa, dar duplicitara. in universul dual, 
construit pe opozitiile lumina-intuneric, pozitiv-negativ, Paradis-Infem figureaza si o noua 
antinomie coloristica: alb-gri. Resimtind sciziunea dintre realitate si inventie, protagonista - 
deopotriva focalizator - se inchipuie ca o Uinta dubla: Edina Alba si Edina Gri. Si totusi, este 
inzestrata cu sensibilitate si blandete, care o feresc sa devina Edina Neagra. Luptei imaginare 
cu dublul ii succede infruntarea reala dupa ce Edina descopera existenta surorii sale gemene, 
Maria, in care se intrupeaza parca imaginea ei din oglinda: dura, sarcastica, zgomotoasa, 
insuportabil de guraliva, dar intrutotul sincera. 

Metafora curgerii apare recurenta in roman. Ploaia este incarcata de simboluri si, de 
asemenea, duala: semnifica reflectarea in natura a durerii omenesti dar, pe de alta parte, ploaia 
are menirea de a descatusa energiile latente. Daca terestrul funebru, degradant sau absurd 
constituie un memento inspaimantator, acvaticul intrupat in ploaie sau intinderea marii isi 
reveleaza calitatile apotropaice. In timpul unei furtuni la mare - punct culminant in naratiune 
- Edina si Maria se adapostesc pe plaja, intr-un cort zguduit de vijelie, o imagine vizuala 
conotand combinarea trasaturilor celor doua surori. Cand, intr-un final, parasesc cortul, 
amandoua fetele au suferit transformari: Maria isi dezvaluie adevarata lire, iar Edina incepe un 
chinuitor proces de evolutie. 

Maria se compara cu ploaia de neoprit, ea pune lucrurile in miscare. Actrita talentata, 
face parte dintr-un plan complicat, sortit sa reveleze adevarul - intotdeauna o functie 
importanta a teatrului. In schimb, Edina prefera, de obicei, sa joace rolul martorului. 
Raisonneur intr-o existenta nelinistitoare, ea se izoleaza in mijlocul multimilor eterogene: masa 
ascunsa in nisa cafenelei, coltisor emblematic al observatiei detasate, recepteaza toata uratenia 
lumii, resimtita dureros. Din acest ungher tainic izvorasc istoriile menite sa imblanzeasca 
realitatea, dar si fabulele intunecate, ce perpetueaza destinul nemilos. Dar scenariul secret al 
Mariei o invaluie pe Edina ca intr-o panza de paianjen: o panza de minciuni, ce are ca rezultat 
eliberarea adevarului. 

Partea intunecata din Strafin se completeaza cu prezenta mortii, pentru prima oara tema 
principals in proza lui Gratian Szekely. Se intalnesc deseori animale moarte, iar moartea 
ariciului persista ca o intamplare impresionanta in mintea Edinei si a cititorilor. Moartea 
ramane implacabila, singura certitudine intr-un univers unde totul e nesigur, mai ales vorbele 
si actiunile oamenilor. Cruda precum se arata, moartea seamana cu adevarul: nu mai exista 
aspecte neclare. 
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Sarbacan, Scotoma si Strajin , titlurile celor trei romane scrise Gratian Szekely, au in 
comun initiala si o neobisnuita capacitate de sugestie: „Titlul este, adesea, un element 
paratextual extrem de important, facilitand accesul catre miezul viu al cartii Daca, de 

pilda, toate titlurile scrierilor lui Gheorghe Schwartz sunt formate din cuvinte avand cate opt 
litere, semne ale infinitului, cele ale lui Gratian Szekely [...] incep cu litera S, o marca 
reverberand in orice dictionar de simboluri, fiindca trimite la spirala”. 11 

Cuvinte rare, titlurile ofera doar spre final cheia de lectura iar autorul le face si mai 
pretioase incarcandu-le cu sensuri singulare sau personale. „Sarbacan este o arma folosita pe 
Amazon, un tub prin care [...] sunt trimise sageti otravite. [...] o arma perfida, care actioneaza 
in tacere si nu se stie de unde. Este, de fapt, timpul, protagonistul excelentului roman al lui 
Gratian Szekely.” 12 Metafora incriptata in Scotoma se dezvaluie numai dupa ce lectorul a luat 
cuno^tinta de intalnirile §i infruntarile mai multor cupluri. Termenul derivat din gr. skotoma si 
fr. scotome den um este, in oftamologie, o „pata imobila care acopera o parte a campului visual”, 
respectiv „pierdere sau diminuare a vederii intr-o zona a campului visual” 13 . Dar romanul 
trebuie citit din perspectiva sensului utilitizat in psihologie: incapacitatea individului de a-si 
percepe trasaturi evidente celorlafii a devenit, la Gratian Szekely, un simbol al lipsei de 
comunicare. Strafin descrie calitatea plina de poeticitate a lucrurilor vechi si frumoase de a 
pastra intacte amintirile timpului lor; metafora amintirilor trimite la nostalgia varstei de aur. La 
polul opus se situeaza amintirile neplacute, povara frustrarilor acumulate de personaje de-a 
lungul vietii si duse precum bagajele grele ale batranilor - un nou element al dualitatii 
inconjuratoare. 

Mesajul celor trei romane subliniaza calatoria necesara pentru a gasi ceva demn de a fi 
cautat. Cautarea initiatica a frumusetii intalneste cautarea adevarului. 

Bibliografie 

1. Baltrusaitis, Jurgis, Oglinda. Eseu privind o legenda piin\ificd. Revela(ii, 
science-fiction §i in§elaciuni, Bucurcsti, Editura Meridiane, 1981 


11 Dorin Murariu, Oglindiri, „Banat”, IX, 2012, nr. 4, p. 3 

12 Constantin Buiciuc, Gratian Szekely, Sarbacan , „Banat”, V, 2008, nr. 7, p. 4 

13 Florin Marcu, Marele dictionar de neologisme, Editura Saeculum, Bucurcsti, 2000, http://dexonline.ro 


436 






DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


2. Borges, Jorge Luis, Guerrero, Margarita, Cartea fiintelor imaginare, Ia§i, 
Editura Polirom, 2006 

3. Buiciuc, Constantin, Grafian Szekely, Sarbacan, „Banat”, V, 2008, nr. 7, p. 4 

4. Marcu, Florin, Marele dictionar de neologisme, Bucure§ti, Editura Saeculum, 

2000 

5. Murariu, Dorin, Oglindiri, „Banat”, IX, 2012, nr. 4, p. 3 

6. Szekely, G rati an, Sarbacan, Timisoara, Editura Anthropos, 2007 

7. Szekely, G rap an, Scotoma, Timisoara, Editura Bastion, 2009 

8. Szekely, G rap an, Strafin, Timisoara, Editura Anthropos, 2013 


437 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


TWO YEARS WITHOUT DORIS LESSING 


Alina Visan 

» 

Assist. Prof., PhD, ’’Eftimie Murgu” University of Resita 


Abstract: This paper will present Doris Lessing’s biography and a brief description of her career. On 
the 17 ,b of November 2015 there will be two years since she passed away and I think it is high time for 
us to remember one of the greatest women writers in the English literature and one of the most 
fascinating women ever, whose life can definitely be turned into a novel or a film. 

Keywords: love, feminism, Sufi, inner novels. 


1. Biography 

Doris May Tayler was born on October 22, 1919 of British parents. Her father, Alfred 
Taylor, was a clerk in the Imperial Bank of Persia and during the World War I he had been 
crippled and the nurse who took care of him, Emily, soon became his wife. The family moved 
to the British colony of Southern Rhodesia (now Zimbabwe) in 1925 in the hope of becoming 
rich through maize farming. Her mother adapted to the rough new life and she tried to 
reproduce a civilized life among savages but her father did not adapt to this new life and thus, 
the farm did not bring the promised wealth. 

Doris Lessing often told the reporters that her childhood was “an uneven mix of some 
pleasure and much pain” 1 . She and her brother, Harry, explored the magnificent natural world 
which later will be the background of many of her novels. Her mother was obsessed with 
raising a proper daughter and she sent Doris in a convent school where nuns terrified their 
charges with stories of hell and damnation. Then, Doris was sent to an all-girls high school in 
the capital of Salisbury but at the age of thirteen she dropped out of this school and this 
represented the end of her formal education. But Doris Lessing became a self-educated 
intellectual like other southern African women writers, such as Olive Schreiner and Nadine 
Gordimer. She recently commented that “unhappy childhoods seem to produce fiction writers”. 
The books she read lay out worlds to escape into. She read everything she could get from 

1 http://www.dorislessing.org/biography.html 
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Dickens, Scott, Stevenson to D.H. Lawrence, Stendhal, Tolstoy, Dostoevsky. Her early years 
were spent listening to her father’s bitter memories of World War I which have marked her. 
"We are all of us made by war," Lessing has written, "twisted and warped by war, but we seem 
to forget it." 2 

Trying to escape from her rigid mother, she left home at fifteen and worked as a 
nursemaid. Her employer gave her books on politics and sociology to read and during this 
period, she was also writing stories, and sold two of them to magazines in South Africa. Doris 
Lessing was a modern woman who fought against the biological and cultural imperatives that 
fated her to sink without a murmur into marriage and motherhood. "There is a whole generation 
of women," she has said, speaking of her mother's era, "and it was as if their lives came to a 
stop when they had children. Most of them got pretty neurotic - because, I think, of the contrast 
between what they were taught at school they were capable of being and what actually 
happened to them." Lessing believes that she was freer than most people because she became 
a writer. For her, writing is a process of "setting at a distance," taking the "raw, the individual, 
the uncriticized, the unexamined, into the realm of the general." 3 

In 1937 she moved to Salisbury, where she worked as a telephone operator for a year. 
At nineteen, she married Frank Wisdom, and had two children. A few years later, she left her 
family, remaining in Salisbury and soon she joined the Left Book Club a group of Communists 
where Gottfried Lessing was a leading member of the group; shortly after she joined, they 
married and had a son. 

In 1949 she moved to England and divorced Gottfried Lessing who returned to 
Germany. He was East German Ambassador to Uganda. He and his third wife were killed 
during the riots against Idi Amin 's rule in 1979, in Kampala , Uganda. 

Arrived in England, Doris Lessing begins her literary career by publishing The Grass 
Is Singing (1950). She had several lovers, but she never married again. 

She died on November 17, 2013. Her younger son, Peter, whom she cared for through 
years of illness, died three weeks before her. 

On 21 August 2015 a five-volume secret file on Lessing built up by the branches of 
British Secret Service, MI5 and MI6 , was made public and placed in The National Archives 
(United Kingdom) . The file, which contains documents that are redacted in parts, shows 


2 http://www.dorislessing.org/biography.html 

3 http://www.dorislessing.org/biography.html 
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Lessing was under surveillance by British spies for around twenty years, from early 1940s 
onwards. Her associations with Communism and her anti-racism activism are reported to be 
the reasons for the secret service interest in Lessing 4 . 

2. Literary career 

Lessing became increasingly disillusioned with the Communist movement, which she 
left altogether in 1954. By 1949, Lessing had moved to London with her young son. That year, 
she also published her first novel, The Grass Is Singing , and began her career as a professional 
writer. 

I consider that there are five important stages in Doris Lessing’s literary career: the 
African novels, the sex war novels, the Sufi novels, autobiographical novels and inner space 
novels. 

The African novels are represented by The Grass Is Singing and the sequence Children 
of Violence. 

The Grass is Singing (1950), the novel Doris Lessing made her debut as a novelist with, 
examines the relationship between a white farmer's wife and her black servant. The book is 
both a tragedy based in love-hatred and a study of unbridgeable racial conflicts presenting the 
relationship from the white settlers’ point of view. 

The sex war novel is represented by her most daring novel, The Golden Notebook. On 
the whole, the novel is a minute dissection of the men-women relationship from a woman’s 
point of view and therefore the label of feminism tagged to the novelist in spite of the fact that 
she never considered it such a book. 

Doris Lessing’s third period of creation is the Sufi period, due to the fact that it was 
greatly influenced by the Sufism, a religious-philosophical trend which was brought to the 
Western world by Idries Shah, whose writings on Sufi mysticism stress the evolution of 
consciousness and the belief that individual liberation can come about only if people 
understand the link between their own fates and the fate of society. Novels written under the 
influence of Sufism are The Golden Notebook, The Memoirs of a Survivor and The Diary of a 
Good Neighbour. 

Although written before Doris Lessing encountered Sufism, The Golden Notebook is 
considered by the writer herself as being her “most Sufi book”. 


4 http ://www .bbc .com/news/entertainment-arts-34014752 
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The Memoirs of a Survivor analyses a middle-aged woman who becomes the guardian 
of a little girl, Emily. The novel is about Emily’s personal growth and the guardian’s help in 
this process. The guardian, who remains unnamed, passes through the wall into Emily’s inner 
world, where she finds chaos and tries to make order out of it. 

Another Sufi novel is The Diary of a Good Neighbour where Janna Somers is the 
narrator of the story and she becomes close to an old “witch”, Maudie Fowler who tells Sufi 
inspired anecdotes and stories about the spirit of Nasreddin Hodja, a character in the Sufi tales. 
We have to admit a great resemblance between Maudie and Nasreddin which cannot be 
coincidental. 

The autobiographical elements of her novels have always been hunted by readers, 
critics and reviewers and they have always haunted her creation. Doris Lessing herself was 
much annoyed when hearing the omnipresent question: is this an autobiographical novel? The 
sequence Children of Violence (1951-1959) contains five novels: Martha Quest , A Proper 
Marriage, A Ripple from the Storm, Landlocked and The Four-Gated City. The first three 
novels are deeply autobiographical. 

The novel Martha Quest contains many autobiographical elements and there are several 
resemblances between Martha, Doris Lessing and their families. The second novel in Children 
of Violence, i.e. A Proper Marriage, where the main topic is the relationship between love and 
marriage. There are common elements both in Doris and Frank Wisdom’s marriage, as well as 
in Martha and Douglas Knowell’s one. The novel A Ripple from the Storm analyses Martha’s 
political involvement which is very similar to Doris Lessing’s political life and the relationship 
between Martha and Anton copies the one of Doris and Gottfried Lessing. 

The inner space novels are The Summer Before the Dark, Briefing for a Descent into 
Hell and The Memoirs of a Survivor. They are concerned most and mostly with the heroes’ 
inner space, but the characters live their inner journeys in totally different ways. 

For example, Kate Brown, in The Summer Before the Dark, is a heroine that undertakes 
an inner and outer journey. The outer journey is illustrated by the activities connected to her 
new job and the journey to Spain with her younger lover, Jeffrey, while the inner journey is 
represented by self-analysis and the descent into deepest selves and into madness. The inner 
journey is shaped by a series of seven dreams in which Kate is trying to save a seal and take it 
to the sea. The seal represents Kate's private self which must be recovered from the hidden 
state in which it has existed during her years as a wife and mother. 
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A novel that has for the first and the only time a male protagonist is Briefing for a 
Descent into Hell, where Charles Watkins is Lessing’s most “schizophrenic" character, an 
illustration of the parallel that can be drawn between life experience and R.D.Laing’s 
existential phenomenology of schizophrenia. The stresses of middle age and personal problems 
have propelled Charles Watkins, a professor of classics at Cambridge, into a mental breakdown 
accompanied by a temporary loss of identity medically described as amnesia. His being is split 
into two modes: while his body participates in one, his mind participates in the other; they are 
complementary and, much of the time, mutually exclusive. This novel is reminiscent of a case 
that R.D.Laing once had. R.D.Laing, a famous psychiatrist of the time, did more to challenge 
our understanding of the human psyche than anyone else since Freud, and on the other hand, 
Doris Lessing who has contributed to changing the way we see the world since she was often 
the first to speak about what no one else did. 

The third inner space novel, published in 1974, is The Memoirs of a Survivor which 
consistently uses illusion as if it were reality. In this novel, “an attempt at autobiography”, as 
the author says, the inner and outer space is revealed in Emily, a child, a personification of the 
narrator who leaps into the fantastic through rules made from a ground of cruel reality . The 
realm of magic is a place behind the narrator's living room wall to which she can sometimes 
retreat, but from her windows the storyteller watches things fall apart. 

Lessing's other novels include The Good Terrorist (1985) and The Fifth Child (1988); 
she also published two novels under the pseudonym Jane Somers ( The Diary of a Good 
Neighbour , 1983 and If the Old Could... , 1984). In addition, she has written several nonfiction 
works, including books about cats, a love since childhood. Also in 1995, she visited South 
Africa to see her daughter and grandchildren, and to promote her autobiography. It was her 
first visit since being forcibly removed in 1956 for her political views. Ironically, she is 
welcomed now as a writer acclaimed for the very topics for which she was banished 40 years 
ago. 

Volume one of her autobiography titled Under My Skin: Volume One of My 
Autobiography , to 1949 appeared in 1995. 

Going Home and In Pursuit of the English were republished in 1996. These two 
fascinating and important books give rare insight into Doris Lessing's personality, life and 
views. 
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In 1996, her first novel in 7 years, Love Again, was published. She did not make any 
personal appearances to promote the book. 

The same year there were published Play with A Tiger and Other Plays , a compilation 
of 3 of her plays: Play with a Tiger, The Singing Door and Each His Own Wilderness . 

She has also written some science fiction novels The Marriages Between Zones Three , 
Four and Five" and Canopus in Argos: Archives , 1979-1983). 

Walking in the Shade, the second volume of her autobiography was published in 
October and was nominated for the 1997 National Book Critics Circle Award in the 
biography/autobiography category. This volume starts with her arrival in England in 1949 and 
presents her life up to the publication of The Golden Notebook. This is the final volume of her 
autobiography, she declared that she would not be writing a third volume. 

Her novel, titled "Mara and Dann " , has been published in 1999. 

Ben , in the World , the sequel to The Fifth Child was published in 2000. 

Her final novel was Alfred and Emily , a book about her parents. 

3. Prizes 

Under My Skin: Volume One of My Autobiography, to 1949 appeared in 1995 and 
received the James Tait Black Prize for best biography. In June 1995 she received an Honorary 
Degree from Harvard University . 

In May 1999 she was presented with the XI Annual International Catalunya Award, an 
award by the government of Catalunya. 

In 1999, Doris Lessing was appointed a Companion of Honour, an exclusive order for 
those who have done "conspicuous national service." The list was selected by the Labor Party 
government to honor people in all walks of life for their contributions to their professions and 
to charity. It was officially bestowed by Queen Elizabeth II. 

In 2001 she was awarded the Prince of Asturias Prize in Literature, one of Spain's most 
important distinctions, for her brilliant literary works in defense of freedom and Third World 
causes. She also received the David Cohen British Literature Prize. 

She was on the shortlist for the first Man Booker International Prize in 2005. 

In 2007 she was awarded the Nobel Prize for Literature and she became its oldest 
winner at the age of 88. 
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Abstract: The Schools of Blaj offered, for three centuries, figures of great value for the Romanian 
culture, history and spirituality, but essentially, it gave rise to the “Transylvanian School’’ (Scoala 
Ardeleana), which was a cultural and ideological movement, with a powerful illuminative nature. 
Alongside other actions that aimed historical, political, financial and cultural areas, the leaders of 
Transylvanian School were pioneers in folklore research. The interest in folklore emerged towards the 
end of the 18th century, due to the masses crucial impact in destroying feudalism, and it grows 
significantly afterwards. Elements of heritage and custom incidentally appeared in chronicler’s 
analyses, as isolated acts, but since highbrows such as Gheorghe Sincai, Samuil Micu and Ion Budai 
Deleanu, it were noticed conscious attitudes of folklore appreciation. Following this trend, the 
Transylvanian School makes an Appeal for (villagey?) scholars, through which it urged them to collect 
Romanian specific songs, proverbs and parables. This Appeal initiated by transylvanian intellectuals 
can be considered the birth of modern Romanian folklore. 

Keywords: folklore, collecting folklore, Transylvanian School, transylvanian intellectuals, unwritten 
works of art. 


Scoala Ardeleana a fost prima generatie unitara de intelectuali care lupta in mod 
sistematic pentru destinul neamului. Aceasta miscare culturala, ideologica, cu caracter 
iluminist a fost generata in mare masura de Scolile Blajului care, vreme de trei secole, au format 
personalitati de mare valoare pentru cultura, istoria si spiritualitatea romaneasca. Printre ei se 
numarau cei care au trecut Carpatii in celelalte provincii romanesti, ducand cu ei ideile de 
emancipare nationals, cat si cei care si-au continuat studiile la Roma, Viena sau Budapesta si 
au format prin operele lor ceea ce azi numim Scoala Adreleana. Aceasta a fost initiata de cei 
trei corifei, preoti greco-catolici: Samuil Micu, Gheorghe Sincai si Petru Maior, iar programul 
politic al acesteia este prezentat in memoriul din 1791 numit „Supplex libellus valachorum 
Transilvaniae”, cel mai important act politic al romanilor transilvaneni din secolul al XVIII- 
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lea, trimis imparatului Leopold II al Austriei. Supplexul era produs al celor mai luminate minti 
ale intclcctualitapi romancsti, prin care se cerea recunoasterea romanilor din Transilvania ca 
natiune egala in drepturi cu celelalte, argumentele fiind pe de-o parte istorice si pe de alta parte 
superioritatea numerica a romanilor in Transilvania. Memoriul a fost respins datorita 
momentului politic nefavorabil, iar toate fundamentele memoriului au fost atacate, insa 
Supplexul ramane punct de referinta pentru lupta nationals de mai tarziu. Reactia 
intelectualitatii transilvanene s-a manifestat printr-o lupta apriga pentru cauza nationals, care a 
dus la cristalizarea con^ti in^ei de sine a napunii romane din Transilvania. Cei trei carturari, 
Samuil Micu, Gheorghe Sincai si Petru Maior si-au desfasurat activitatea in slujba neamului 
si, avand la baza studiile facute la Blaj si in strainatate, au elaborat lucrari istorice, filologice, 
lingvistice aratand originea romana a poporului roman, latinitatea limbii romane si 
continuitatea neintrerupta in spatiul carpato-danubiano-pontic. 

Pana la Miscarea Supplexului, activitatile intelectuale ale vremii s-au concretizat in 
domeniul eruditiei. Dupa acest moment, marile personalitati si-au canalizat eforturile pentru 
raspandirea cunostintelor in societate si au abordat genurile specifice iluminismului, „genurile 
minore”. in literatura de luminare, un loc de seama il detin lucrari de invataturi economice 
(Povatuire catra economia de camp sau Carte de mana pentru economie ) lucrarile cu continut 
pedagogic in care se regasesc fragmente din literatura de stat, oficiala ( Datorintele supusilor 
catre monarhul lor), literatura pedagogica iluminista adaptata la nevoile societatii romanesti 
(Povatuitorul tinerimei ), precum si replici la scrierile polemice ostile care incep sa vada lumina 
tiparului abia la inceputul secolului al XlX-lea. 1 

Urmatorul pas in evolutia curentului a fost patrunderea beletristicii in creatia 
intelectuala a epocii. La inceput, formele de manifestare au fost creatia populara si diferite 
genuri minore care nu se indepartau prea mult de genul popular. Treptat, insa, s-a facut trecerea 
spre creatia originala cu valoare estetica. 2 

Interesul pentru folclor a aparut spre sfarsitul secolului al XVIII-lea, ca urmare a rolului 
decisiv pe care 1-au avut masele in distrugerea feudalitatii, iar interesul pentru popor si viata 
lui culturala se dezvolta simtitor. 

Folclorul, obiceiurile si traditiile populare sunt primele componente care incep sa fie 
cercetate prin intermediul vizitelor dascalilor de la Blaj in scolile satesti, dar si prin aducerea 


1 Cf. Dumiru Ghise, Pompiliu Teodor, Introducere la Scoala Ardeleana /, Bucuresti, Editura Minerva, 1983, p.22. 

2 Cf. Ibidem, p. 23. 
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lor de la sat, la Blaj, de catre elevii care veneau sa studieze aici. 3 Daca pana acum, la cronicari 
a aparut incidental atentia acordata traditiei si poeziei populare, Hind niste acte izolate, la 
oamenii de cultura ca Gheorghe Sincai, Samuil Micu sau Ion Budai-Deleanu se remarca 
atitudini constiente de pretuire a folclorului si a creatiilor orale. Scoala Ardeleana face, in 
aceasta directie, un Apel adresat carturarilor satesti care se incheie cu indemnul de a culege 
cantecele, proverbele, parabolele specific romanesti. Acest Apel lansat de intelectualitatea 
transilvaneana poate fi considerat actul de nastere al folcloristicii romane moderne. 4 

in plan literar, rezultatul a fost aplecarea poetilor spre poezia populara. Scoala latinista 
care urmarea sa creeze o soarta mai buna pentru masele de iobagi transilvaneni, reactioneaza 
la acest curent care ridica literatura populara in atentia carturarilor. Pentru a avea sustinerea 
populatiei in demonstrarea latinitatii noastre, oamenii cartilor incep sa militeze pentru 
luminarea maselor. Pentru aceasta se tiparesc abecedare, manuale scolare, indrumare pentru 
cresterea copiilor, pentru agricultura sau cresterea stupilor etc. Gheorghe Sincai infiinteaza 300 
de scoli, scrie manuale si le insufla sentimentul patriotic, iar Petru Maior raspandeste in parohia 
sa invataturi elementare. 

1. Samuil Micu 

Samuil Micu este primul dintre corifeii Scolii Ardelene care a scris intre 1792 si 1796 
un studiu despre obiceiuri populare in cartea sa Scurta cunostintd a istoriei romanilor, ramasa 
in manuscris. Studiul are o intindere neobisnuit de mare pentru istoriografia de atunci. Aici a 
descris pe scurt cateva datini subliniind pentru fiecare in parte paralelismul cu obiceiurile 
romane pentru a dovedi mostenirea lor de la romani. 5 Ponderea pe care Samuil Micu o da 
obiceiurilor este foarte mare, dovada fund faptul ca a pozitionat acest capitol inaintea limbii, 
imediat dupa atestarile documentre ale scriitorilor ltini si medievali. El descrie astfel 
urmatoarele obiceiuri, asa cum erau practicate la romani si la romani: ghicirea viitorului sot la 
Anul Nou, infratirea de Santoader, saptamana nebunilor, zilele Babelor, focul de la lasatul 
secului, duminica floriilor, Armindenul, joile de pasti, sanzaienile, petrecerea flacailor de la 
colindat, colindele si calendele romane, jocul cu strigaturi, calusarii (urmasi ai Colisaliilor, 


3 Cf. Istoria Romanilor, VI., Academia Romana, coord. Paul Cernovodeanu, Nicolae Edroiu, Bucuresti, Editura 
Stiintifica, 2002, pp. 835-836. 

4 Cf. Gheorghe Vrabie, Folcloristica romana. Evolutie, curente, metode, Bucuresti, Editura pentru Literatura, 
1968, pp.16-17. 

5 Cf. Ovidiu Barlea, De la Ion Budai-Deleanu la Lucian Blaga , Bucuresti, Editura RCR Editorial, 2014, pp.88- 
91,98. 
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teorie infirmata ulterior), ghicirea viitoarei sotii prin samburele de mar, obiceiuri de nunta sau 
inmonnantare (banul dat mortului, bocirea lui de femei „tomnite”, pomana) precum si unele 
aspecte ale portului: chindisirea cu rosu a camasilor, opinca. S. Micu marturiseste, in final, ca 
a citat selectiv aceste obiceiuri doar ca argumente pentru demonstratia pe care dorea sa o faca. 
El prezinta aceste datini intr-un mod pozitiv, ilustrandu-le ca pe o mostenire fireasca, fara nicio 
intentie de a le socoti daunatoare. Acesta nu le vede ca pe niste superstitii, ca Gheorghe Sincai, 
ci ca bunuri culturale, ca o mostenire culturala, o components indispensabila a culturii nationale 
care avea un rol esential in pastrarea identitatii neamului. Samuil Micu intuieste importanta 
traditiior si obiceiurilor, alaturi de limba, in conturarea specificului national. 6 Valoarea notelor 
lui S. Micu despre viata populara nu consta in paralela cu obiceiurile si sarbatorile romanilor, 
care este de multe ori exagerata, ci in faptul ca ele reprezinta cea dintai consemnare a unor 
datini vechi. 7 De asemenea, Samuil Micu explica in limba latina, germana sau maghiara, in 
Dictionarul roman-latin, aparut in 1801, mai multe notiuni folclorice precum: arminden, 
calusari, colinda, sinziene, strigoaie, turca, datina, deochiu, vraja etc. 

Iordan Datcu il considera pe Samuil Micu un cunoscator mai bun al folclorului si al 
etnografiei romanesti decat Gheorghe Sincai sau Petru Maior, desi scopul interesului pe care il 
urmarea era comun: sustinerea tezei despre romanitatea poporului roman, cu ajutorul 
argumentelor oferite de traditiile populare. El dechide noi perspective asupra semnificatiei 
obiceiurilor poporului roman si mai ales asupra importantei culegerii lor. 8 

2. Petru Maior 

Interes pentru folclor a avut si Petru Maior care a manifestat o atitudine iluminista in 
Istoria sa cand a comentat circulara Mitropolitului Sava Brancovici cu privire la reducerea 
sarbatorilor. Maior subliniaza faptul ca era in interesul celor care exploatau oamenii de rand sa 
mentina numarul mare de sarbatori, facand referire la munca in claca pentru cei bogati si 
putemici. Tot aici, Maior condamna pe cei care cred in descantece si vrajitorii. Un alt document 
folcloric ramas de la Petru Maior este scrisoarea acestuia adresata lui Moise Nicoara in 1810, 
unde descrie o calatorie facuta de acesta in Ardeal si Tara Romaneasca, subliniind niste detalii 
referitoare la costumele locuitorilor din Valea Ariesului. Maior isi exprima admiratia pentru 
dansul Calusarilor pe care 1-a vazut in Ciufud si pentru portul femeilor dintr-un alt sat de langa 


6 Cf. idem , Istoria folcloristicii romanesti, Craiova, Editura Aius, 2010, pp.56-57. 

7 Cf. Gheorghe Pavelescu, Studii si cercetdri de folclor, Bucuresti, Editura Minerva, 1971, p. 15. 

8 Cf. Iordan Datcu, Dictionarul etnologilor romdni, II, Bucuresti, Editura Saeculum I.O., 1998, p. 76. 
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Blaj. El face o paralela intre locuitorii de pe Tarnave si cei din Marmatia si Chioaru. Si 
scrisoarea lui Petru Maior catre Vasile Pop in care acesta il incurajeaza sa dezvolte cat mai 
mult tema pentru lucrarea de doctorat pe care si-a ales-o ( Despre obiceiurile de inmormantare 
ale romanilor ), asigurandu-1 ca nu a mai scris nimeni despre asta inainte, oferindu-i totodata 
un material bogat despre credintele poporului referitoare la corp si suflet precum si practici de 
inmormantare (banul-vama peste rau, inchiderea ochilor mortului, tamaierea acestuia etc). 
Studiul a devenit o importanta lucrare de folcor. 9 

Preocuparile pentru etnografic si folclor cresc, dezvoltandu-se si mai mult in cea de-a 
doua generatie a Scolii Ardelene (Eftimie Murgu, Gheorghe Baritiu, Andrei si Iacob 
Mureseanu etc), in trei directii: eliminarea conceptiilor inapoiate si daunatoare, directia istorica 
si directia poetica. 

3. Gheorghe Sincai 

Marturie pentru lupta de destramare a prejudecatilor, a ignorantei si a superstitiilor cu 
ajutorul stiintei scoase iveala de secolul luminilor, sta lucrarea lui Gheorghe Sincai, Invatatura 
fireasca spre surparea superstitiei norodului, opera reprezentativa pentru iluminismul 
sfarsitului de secol XVIII si inceputului de secol XIX. Desi nu este o lucrare in totalitate 
originala, ci s-a dorit o traducere a germanului I.A. Helmuth ( Volks Naturlehre ), este, in 
realitate, o adaptare si o prelucrare cu multe contributii personale. 10 Sincai combate aici o serie 
de superstitii aratand cauzele reale ale fenomenelor respective, realizand astfel cea mai 
importanta lucrare din literatura si cultura romana in care cunostintele stiintifice sunt folosite 
pentru combaterea superstitiilor. 

Fara a tine seama de valoarea lor etnodocumentara si artistica, Sincai se inscrie in 
spiritul dogmatic al iluminismului dominat de rational si combate credinta in boscoane, strigoi, 
zmei, vrijitori si descantece. * 11 

Invatatura fireasca este, in conceptia lui Sincai, „drept aceaia, numai cu trupurile cele 
din lume are de-a face si de a cerca pricinile intamplarilor celor din trupurile acestea, carea 
invatatura, [...], se zice fysica, adeca stiinta sau mestesug ai firei” 12 . 


9 Cf. Ibidem, pp. 17-18. 

10 Cf. Dumiru Ghise, Pompiliu Teodor, op.cit., p.37. 

11 Cf. Iordan Datcu, op.cit., p.241. 

12 Gheorghe Sincai, Invatatura fireasca spre surparea superstitiri norodului, in Scoala Ardeleand I, Bucuresti, 
Editura Minerva, 1983, p. 630. 
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Lucrarea este alcatuita din 12 capitole care a tratat mai multe subiecte ca: miscarea 
(cap.Ill), greutatea (cap. IV), apa (cap. VI), vantul, electricitatea, sunetul etc. Fiind o lucrare 
stiintifica, autorul adopta un limbaj potrivit materiei dar accesibil maselor. Fiecare capital 
descrie proprietatile fizice ale corpurilor, iar in insemnari, autorul incearca sa demonstreze, cu 
argumente stiintifice, lipsa de fundament a unor cunostinte general acceptate de mase. Ultima 
parte a capitolelor cuprinde Aplecarea acestor asupra superstitiosilori, unde introduce 
superstitii despre zmei, strigoi si alte credinte desarte ale poporului roman. 13 

Aceasta Invatatura fireasca avea menirea de a ajuta omul sa scape de intunericul mintii 
alimentat de superstitii, dar si sa li faca viata mai indestulata, mai fericita si mai sanatoasa. 
Sincai credea cu ardoare, ca si ceilalti iluministi, in puterea cunoasterii si avea convingerea ca 
ignoranta si necunoasterea erau sursa oricarei superstitii, alaturi de tendinta de a atribui calitati 
umane unor lucruri neinsufletite. Cu acest prilej, Sincai ofera niste sfaturi educative, menite sa 
Mature elementele daunatoare precum cultivarea fricii in randul copiilor prin povestirea unor 
istorii nepotrivite, care au ca urmare incatusarea omului la varsta adulta in niste tare sufletesti 
si sociale care il paralizeaza in drumul sau de eliberare propus de iluministi. Sincai pierde din 
vedere un aspect si nu reuseste sa detecteze cauzele sociale ale superstitiilor. Cu toate acestea, 
rationalismul gandirii iluministe se simte pe parcursul intregii lucrari care incearca sa scoata 
oamenii de sub canoanele si interdictiile teologiei din evul mediu si sa proclame o laicizare 
privita ca un progres, un nou mod de a privi si de a concepe lumea. 14 

In aceeasi directie a surparii superstitiei poporului se inscrie si loan Micu Moldovan si 
Ion Agarbiceanu. I.M.Moldovan, in Geografia Ardealului, in capitolul Pt. Docente, cuprinde 
mai multe indrumari metodice in predarea gcograliei si vorbeste despre intunecimi (eclipse) si 
despre cometi, aratand ca invatatorul trebuie sa se straduiasca „a starpi din mintea invataceilor 
radacinile bagate de parinti cum ca intunecimile si ivirea vreunui comet preseamna oarece rau, 
bataie, foamete. Spre ajungerea acestui scop, sa se arate ca intunecimile sunt socotite de invatati 
pre sute de ani inainte...” 15 . Ion Agarbiceanu vorbeste, in scrierile sale crestine, despre minuni 
spunand: „Este lucru recunoscut cu cata usurinta cred unii oameni in orice zvon in legatura cu 
intamplari pete fire. Vorba trece de la om la om, fiecare adauga ceva si vestea creste in cuprins. 
Pana ce se pun oamenii la drum sa vada minunea sau sa o creada, fara sa o vada, ca pe Sfanta 


13 Cf. Gheorghe Vrabie, op.cit. p.16. 

14 Cf. Cf. Dumiru Ghise, Pompiliu Teodor, op.cit., pp. 38-40. 

15 loan Micu Moldovan, Geografia Ardealului. Pentru scoalelepoporale, Blaj, 1870. 
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Scriptura.” 16 Agarbiceanu defineste minunile ca „lucrarea si darul lui Dumnezeu. Ele sunt 
lucruri peste fire, pe care niciun pamantean nu le poate face, nici vreun inger din cer, decat prin 
vointa si puterea lui Dumnezeu” 17 . 

Astfel, unii dintre invatatii ardeleni s-au apropiat de obiceiurile poporului roman in scop 
etnografic, unii au atras atentia asupra multor superstitii pagubitoare vietii oamenilor pentru 
luminarea acestora prin cultura, iar altii au acordat credintelor si poeziei populare valoare 
artistica. 18 

Importanta Scolii Ardelene la dezvoltarea folcloristicii romane este incontestabila, 
miscarea acestor intelectuali romani inscriindu-se in evolutia ideilor lansate de secolul 
luminilor. Ei afirrna si adopta o atitudine clara fata de superstitii, iar prin prezentarea unei 
paralele intre traditiile si obiceiurile poporului roman si cele de origine romana initiaza in epoca 
o rnetoda comparative de studiere a folclorului. 19 Preocuparile de acest gen s-au intensificat in 
anii premergatori Revolutiei de la 1848, constituindu-se bazele unor culegeri de folclor 
romanesc din Campia Transilvaniei, unele supravietuind distrugerii bibliotecii de la Blaj din 
timpul evenimentelor de la 1848. 20 

4. Ion Budai-Deleanu 

Un scriitor care a marcat trecerea spre creatia culta a fost Ion Budai-Deleanu, un spirit 
enciclopedic al secolului luminilor. „Adevaratul poet al latinistilor” 21 , cum 1-a numit George 
Calinescu pe Ion Budai-Deleanu, a dovedit o cunoastere remarcabila a marilor epopei ale 
literaturii universale, incepand cu perioada antica si continuand cu influentele gennane, italiene 
si spaniole pe care cercetatorii le-au descoperit in lucrarea sa „deschizatoare de drumuri noi in 
cultura romana” 22 . Budai- Deleanu este un fruntas al Scolii Ardelene care , in realitate, 
depaseste aceasta miscare. El foloseste literatura ca arma de lupta, ca o tribuna sociala, 
Tiganiacla fiind o reprezentare a epocii in care a trait prin prisma alegoriei sub protectia careia 
Budai - Deleanu initiaza o aspra critica la adresa intregii oranduiri feudale si a institutiilor 
acesteia. 

16 Ion Agarbiceanu, Scrieri crestine, Blaj, Editura Buna Vestire, 2008, p.17. 

17 Ibidem, p. 35. 

18 Cf. Gheorghe Vrabie, op.cit , p.19. 

19 Cf. Ibidem, p.24. 

20 Cf. lstoria Romanilor, VI., Academia Romana, coord. Paul Ceernovodeanu, Nicolae Edroiu, Bucuresti, Editura 
Stiintifica, 2002, p.836. 

21 George Calinescu, loan Budai-Deleanu , in Ion Budai-Deleanu, Bucuresti, Editura Eminescu, 1980,p. 66. 

22 Dumitru Popovici, Doctrina literard a „ Tiganiadei ” lui 1. Budai-Deleanu, in Ion Budai-Deleanu, Bucuresti, 
Editura Eminescu, 1980, p.76. 
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Totusi influenta cea mai putemica si cea mai fructuoasa in Tiganiada este influenta 
populara care a fost neglijata, in conceptia lui Ovidiu Barlea, prea mult timp de catre 
cercetatorii literari din trecut, acestia nerecunoscand muza popurara care a fost o permanent 
in activitatea sa creatoare. 23 Aceste aspecte il fac pe Budai-Deleanu „un om cu desavarsire 
occidental, fara a pierde nimic din spiritul taranului roman” 24 . Influenta clasica este imbinata 
annonios cu prezenta credintelor si obiceiurilor populare, a basmelor, snoavelor si a cantecelor 
populare, precum si a limbii populare. Imbinarea dintre folclor si cultura clasica dovedeste 
maiestria autorului si s-a realizat in mod natural, „altoind pe lilonul popular influenta marilor 
opere clasice” 25 . La Budai-Deleanu, folclorul formeaza substanta fundamentals a operei. El a 
copilarit intr-un sat de langa Hunedoara, Cigmau, aproape de Orastie, si a cunoscut foarte bine 
poezia si mitologia populara, precum si toate aspectele vietii de la tara, de la necazurile taranilor 
pana la datinile si obiceiurile frumoase din tnutul sau natal. De aceea, introducerea acestor 
elemente in scrierile sale apare ca un fapt (ircsc. Scriitorul a creat in Tiganiada o lume intreaga 
cu zane bune si rele, cu fantasme proprii mitotlogiei romanesti, cu vrajitoare, ursitoare si 
strigoi, cantece, povesti si oratii de nunta, planul real al operei fiind patruns de legenda, datini 
si mit folcloric. 26 

Cu toate acestea, ar parea exagerat sa i se atribuie lui Ion Budai-Deleanu o conceptie 
modema despre valoarea folclorului, deoarece, in acea perioada, folcloristica era abia la 
inceput. Cercetatorii nu puteau inca sa distinga operele populare de creatiile vechi ale 
carturarilor ramase prin manuscrise sau chiar de creatiile recente ale unor scriitori. Budai- 
Deleanu constata inca de pe atunci coexistent creatiilor populare dedicate maselor si a 
creatiilor culte destinate carturarilor. El anticipeaza programul Daciei literare atat prin faptul 
ca punea in discutie transpunerea istoriei nationale in poezie dar si prin propunerea de 
introducere masiva a folclorului intr-o creatie culta. 27 

Dificultatea cercetarii elementelor folclorice se datoreaza faptului ca documentele 
folclorice au fost publicate ulterior Tiganiadei, si din faptul ca este imposibil sa fie cercetate 
variantele populare pe care le-a cunoscut Budai-Deleanu, deoarece acestea au suferit 
numeroase transformari pana au fost culese, mult mai tarziu. 28 


23 Cf. Ovidiu Barlea, De la Ion Budai-Deleanu la Lucian Blaga, Bucuresti, Editura RCR Editorial, 2014, p.86. 

24 George Calinescu, op. cit.. p.66. 

25 Ovidiu Barlea, op. cit, p.87. 

26 Cf. Gheorghe Vrabie, op.cit., pp.20-21. 

27 Cf. Ovidiu Barlea, op. cit., pp. 103-104. 

28 Cf. ibidem,, p.87. 
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Unul dintre elementele care influenteaza decisiv lucrarea lui Budai-Deleanu este 
snoava populara, influenta care porneste chiar de la tema centrala a operei, subiect preferat al 
snoavelor populare, si anume, viata tiganilor, conturata prin cateva directii: foamea si aviditatea 
dupa mancare si bautura (...Dura - zisa -/Pana candu-ti vorbi tot nimica?/Mamaliga, mai, 
branza si clisa!/ Da aheste vd sfatuiti nainte,/ Dar nu da a voastre goale cuvinte./ Cand om 
avea ce manca si bere/ lesne om sfatui noi si da ahele. I, 44,45; biserica este in viziunea lor din 
clisa sau din cas, ferestrele sunt din unt, stalpii sunt din caltabosi, lanturile din carnati, iar 
sindrilele din placinte.) ce ii fac sa descrie Raiul prin aspecte culinare (In load de arbori si 
copace/ Cresc rodii. Nardnciuri s-alamai,/ Si tot feliu da pom ce la gust le place/.../Rduri da 
lapte dulcepa vale/ Curg acolo si da untpdraie/.../Tdrmuri-s a mamaliga moale,/Da pogaci, 
de pite si malaie/.../ Colea, un sipot da rachie/.../Dealurile si coastele toate/Sunt da cas, da 
branza, da slanind/.../Gardurile acolo-s itnpl elite/ Tot cu carnaciori lungi si aiosi/Cuplacinte 
calde stresinite, IX, 111-115.), lenevia (Dar s-alta nevoie le sta in cale,/ Cacipe nemancat nu 
putea merge./.../ Cand era satui, punea pricina/ Ca le-ar fi rau si facea hodina, 11,2), saracia 
lor proverbiala (Mergea laietii, goletii droaie.../Muierile cu prunci mici in pate/De tot goale 
sau de jumatate. 1.96), frica lor caracteristica ( Rugam pe Maria-Sa foarte/ Ca sa ne deie pa 
drum vo paza,/ Ori osteni ce n-au fried de moarte,/Sau si haiduci cu groaznice obraza,/Ca la 
primejdie sa ne ajute; I, 110.), precum si neconcordanta dintre propunerile si asteptarile prea 
mari si puterea de realizare care are la baza zicala populara „Isi face planul ca tiganul”. Desi 
trebuie admis faptul ca exista si o nota de desconsiderare la adresa tiganilor, acestia au fost 
introdusi in snoave de catre autorul popular deoarece prezinta cele mai tipice deformari in ceea 
ce priveste aceste stari care sunt consecinte ale conditiei lor de robi.” 29 Chiar daca snoavele ii 
au in centru pe tigani, nu inseamna ca ele au un caracter exclusivist si se refera doar la acestia. 
in realitate, ea se aplica in cazuri individual in multe situatii de viata, iar Ion Budai-Deleanu 
extrapoleaza la starea intregului popor roman din vremea sa. Insusi autorul subliniaza intelesul 
alegoric al lucrarii sale, pentru a preintampina interpretarile gresite, scriind in Epistolie 
inchinatoare faptul ca prin tigani se inteleg si altii caror li se pot aplica metehnele celor 
dintai. 30 „insa tu baga bine de sama, caci toata povestea mi se pare ca-i numa o alegorie in multe 
locuri, unde prin tigani sa intaleg s-altii carii tocma asa au facut si fac, ca tiganii oarecand. Cel 


29 Cf. ibidem,, pp. 105-106, 146. 

30 Cf. ibidem, p.107, 146. 
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intelept va intalege!” 31 Tot pornind de la snoava populara, Budai-Deleanu contureaza 
pesonajele epopeii sale. 

Parerile criticilor cu privire la modul realist, taranesc in care sunt descrisi sfintii in 
Tiganiada sunt impartite. Unii considera ca reflects doar atitudinea liberals a autorului fata de 
bisericS, in timp ce altii considera ca acest aspect se datoreazS mentalitStii populare in care 
Budai-Deleanu infStiseazS personajele supranaturale, imagine care se aseamSnS foarte mult cu 
modul in care acestea apar in legende. 32 Eroul Argineanul este un viteaz si un luptStor darz, 
neinfricat, desprins parcS din baladele populare, asemSnandu-se cu personaje ca: Novae, Badiu, 
Tanislav, Vulcan s.a., vitejia lui hiperbolizatS putand fi asemSnatS usor cu cea a lui Novae si 
Gruia. 

I. Budai-Deleanu este de pSrere ca produsele folclorice, mai ales baladele, pot fi 
considerate material documentar cu valoare informative. IlustrativS in acest sens este o notS, 
pusS pe seama lui Eruditian care indeamnS la culegerea acestora: „PagubS ...ca neste cantSri ca 
acestea nu se insemneazS, despre cei procopsiti ai norodului, cSci intru dansele ar gSsi multe 
fSpturi istoricesti, care ar putea sa fie ocrotite de uitaciunea vremurilor.” 33 indemnul lui Budai- 
Deleanu de a culege baladele despre viteji nu apare decat in a doua varianta, ulterioara, ceea ce 
demonstreaza uninteres sporit pentru folclor. 

Influenta folclorului se regaseste si la nivelul rimei interioare a cantecului care are la 
baza schema versului popular de cinci silabe intalnit in colinde, balade, cantece rituale mai 
vechi, dar si in procedeul folcloric de a intregi ultimul picior al versului cu o silaba de 
completare. Numeroasele proverbe si zicatori care apar in Tiganiada contureaza personajele 
mult mai aproape de realitate si de vorbirea populara (...fuga-i rusinoasa, / Dara-i dan toate mai 
sanatoasa; ...Cui vra norocul,/ Si durmind ii cade peatra in gura!). 34 

Contributia lui Ion Budai-Deleanu in domeniul folcloristicii nu se rezuma doar la 
implementarea diferitelor surse de inspiratie folclorica in Tiganiada, ci continua si prin 
preocuparile lui pentru creatia populara care reies din adnotarile lui sumare si care, alaturi de 
contributiile ulterioare, pune bazele folcloristicii ca discipline autonoma cu domeniu si metode 
specifice. El face totodata apel la carturari sa culeaga produsele folclorice, subliniind valoarea 
documentara a epicii populare. 35 Trebuie remarcat faptul ca indemnul lui Budai-Deleanu de a 

31 Ion Budai-Deleanu, Tiganiada, Bucuresti, Editura se Stat pentru Literatura si Arta, 1953,p. 68. 

32 Cf. Ovidiu Barlea, op.cit., p. 148. 

33 Ion Budai-Deleanu, op. cit., p. 183. 

34 Cf. . Ovidiu Barlea, , op.cit p. 154, 157. 

35 Cf. Ibidem, pp. 159-160. 
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culege baladele despre viteji nu aparea in notele primei variante a Tiganiadei, cea din 1800, ci 
doar in varianta din 1812 care este si mult mai bogata in elemente folclorice. Acest lucru 
demonstreaza faptul ca interesul pentru folclor a crescut intre timp, pana in anii 1810-1813. 36 

Toate acestea ofera suficiente argumente istoricilor literari sa il nominalizeze pe Ion 
Budai-Deleanu printre „precursorii folcloristicii noastre” 37 , „ilind cel dintai scriitor care 
impune folclorul unei lucrari scrise, iar prin aceasta ea devine mai originala tocmai fiindca a 
avut drept sursa principals viata maselor cu datinile si obiceiurile ei” 38 . 

Un alt aspect sub care este privita cultura populara este acela al eliminarii conceptiilor 
inapoiate si daunatare. Aceasta preocupare a corifeilor Scolii Ardelene de a combate 
prejudecatile depasite de stiinta era o consecinta a dorintei lor de a ridica poporul prin cultura. 
Ei au ignorat intr-o oarecare masura valoarea culturala a creatiilor populare, insa aspectul 
pozitiv care ramane din aceasta tendinta este ca au incercat sa combata superstitiile si practicile 
daunatoare din unele obiceiuri. 39 Ca enciclopedist, Budai Deleanu ia si el pozitie impotriva 
superstitiilor: Aceasta tendinta de combatere a superstitiilor este prezenta si in adnotarile din 
Tiganiada : „Este o veche intru norod credere desarta, cumca unii oameni au legatura cu dracu, 
pe care il poarta cu sine, si acela le da putere s.c.d. intr-aceasta noima trebue sa se intaleaga si 
ce zice aici autoriul pentru Tandaler; insa adauge si el cumca numa unii asa-1 defaima, adeca 
pismasii. in urma trebue a lua lua sama ca cuvantul defaima sa intalege ca si cleveteste , iar nu 
intr-alta noima. - M.P.” (I, 95, Nota 2) 40 . 
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Abstract: This paper aims to explore the imaginary and the imaginal universes of the novel Vizuina 
luminata [The Lighted Den] by Max Blecher. The conceptual analysis of the imaginary and the imaginal 
is correlated with C. C. Jung’s psychoanalytical grid , in an attempt to gradually present the unreality, 
the world of ideas built through the act of writing and a world of metaphysics which takes shape through 
the representation of some universal images, both spaces being projections of the unconscious. The 
analytical endeavour lays emphasis on the description of the imaginal topos known as mundus 
archetypalis, a form of turning the authorial inferiority into cosmic, which is only possible with the help 
of the active imagination. The sequence in focus entails the visualization of the small dichromatic plaza 
crossed by a lady in red, a scene which, in a hermeneutic interpretation, reveal the colour symbolism 
(red and white), but also a symbolism of the anima archetype. Thus, one may conclude that Blecher’s 
prose carries the imprints of a suprasensorial quality which reflects the textual visionarianism - a 
dominant of the authenticity supported by the author’s imaginative skills. 

Keywords: imaginary, imaginal, active imagination, mundus archetypalis, visionarianism. 


Realitatea lumii exists si este conditionals de o irealitate imediatS care se manifests prin 
vise, mituri, fantasme, viziuni, reverii si idei delirante ce reveleazS iiintci umane adevSrul 
ontologic de a fi un homo symbolicus al tuturor timpurilor. DacS imaginarul, ca produs al 
mentalului colectiv, devine o conditic sine qua non a cxistcntci, inseamnS ca natura acestuia 
este una filogcncticS, in sensul in care omul se nastc cu aceastS prcdispozipc vizionarS existentS 
intr-o forma latentS, ce trebuie descoperitS §i asumatS pentru ca realitatea sS prindS contur, 
via^S §i culoare. Astfel, realul este o dominants a imaginarului care se construicstc de-a lungul 
vicfi i, se consolideazS si apoi se pierde in neant, fiind doar o prczciRa adjuvants §i efemerS a 
umanului ce plaseazS fiin|a in temporalitate. A§a cum viat,a a rSsSrit din haos §i se indreaptS 
cStre extincjie, dupS cum spun teoriile cosmogonice, a§a si destinul uman are ca limite a priori 
si a posteriori aceastS irealitate. Din perspectivS psihanaliticS, realul este echivalentul 
constientului guvernat de Ego, iar irealul este sinonim cu inconsticntul al cSrui centru 
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psihologiza(n)t este Sinele. Adoptand viziunea hermeneutului C. G. Jung, incon§tientul este un 
precursor al con§tientului, contrar ideologiei freudiene cu privire la dinamica psihicului uman, 
iar Sinele este autoritatea suprema ce subordoneaza Eul. Asadar, diagrama procesual- 
psihologica a individualitapi, urmarita ca emergenta crescanda, are ca stadiu final aparifia axei 
Ego-Sine, acea “conexiune intre elementele constientc ale personal dap i si incon§tient, un fel 
de poarta de trecere intre psihicul consticnt si cel inconstient”. 1 2 Corclapa initiala Ego-Sine, 
Con§tient-Incon§tient, Realitate-Irealitate poate fi extinsa pe mai multe niveluri de intclegcrc, 
finandu-se insa cont de rolul primordial al celei de-a doua instance: viafa-moarte, eros-thanatos, 
om-Dumnezeu, profan-sacru, efemer-etem, subiectivitate-obiectivitate, o diada care trebuie 
privita nu neaparat ca un sistem de elemente antagonice, ci mai curand ca un hieros gamos 
alchimic in care contrarietatea este substituita de contiguitate. 

O analiza atenta a sferei inconsticntului, din perspectiva jungiana, va dezvalui 
stratificarea ireal itat,ii in cele doua dimensiuni: incon§tientul personal, care poarta amprenta 
experienfei subiective si incowjtientul colectiv, care reprezinta stratul cel mai adanc al lui 
psyche, ce cuprinde imagini arhetipale reprezentabile intr-un limbaj universal. Se reliefeaza, 
pe de o parte, inconsticntul personal, care cuprinde zona imaginalului, iar pe de alta parte, 
incon§tientul impersonal, ce desemneaza zona imaginarului, insa uneori planurile se 
intrepatrund. Paronimia reliefata, imaginar vs imaginal, nu reprezinta o infelegere semantica 
diferita a termenilor, ci mai curand o adancire a sensurilor intr-un mod nuantat, intrucat aria de 
aplicabilitate lexematica a imaginarului include imaginalul. Astfel, cuvantul imaginar trimite 
la o lume care se construie§te in afara real i tap i, avand “un rol existential de gradul al doilea, 
atunci cand vorbim azi de universul imaginilor noastre, fie ele simple reverii sau chiar forme 
elaborate (religioase, artistice, etc)” } 

Termenul imaginal este un concept introdus de filosoful Henry Corbin, si este raportat 
exclusiv la activitatea simbolica a omului, fund considerat “nivelul cel mai profund si cel mai 
inalt al imaginarului in masura in care obiectul reprezentarilor sale sunt transcendente”. 3 

Aceste doua coordonate ale irealitafii, imaginarul §i imaginalul, devin, in proza lui Max 
Blecher, componente inerente ale scriiturii prin care actul artistic se dovede§te atat un produs 
al imaginatici fanteziste cu o functic productiva, cat si un produs al imaginatici rationale, 
indeplinind o functie reproductiva. Romanul postum Vizuina luminata, considerat 

1 Edinger, E. Edward, Ego si arhetip, Bucuresti, Editura Nemira, 2014, pp. 8-9; 

2 Buse, Ionel, Filosofia si metodologia imaginarului, Craiova, Editura Scrisul Romanesc, 2005, p. 7; 

3 Apud Pop, Mihaela, Imaginarul. Teorii si aplicatii, Bucuresti, Editura Universitatii, 2011, p. 32; 
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“autobiografie onirica” 4 , este, pana la urma, un jumal sanatorial in care “exista un Blecher 
hiperlucid §i altul mistic, care se vor intalni” 5 intr-o suprarealitate definitiv conturata care 
“constituie poate anticamera clar-obscura a morpi”. 6 

Traind in proximitatea iminentului sfarsit, grabit de o maladie trupeasca, morbul lui 
Pott, Max Blecher evadeaza deseori in lumea i real i tap i, pana cand fiinta reu§e§te sa se instaleze 
definitiv in acest topos al neantizarii. 

Confonn teoriei freudiene, imaginarul blecherian este o „activitate fantasmatica” 7 , 
creatoare, inrudita cu jocul initial de copil, insa aceste manifestari ludice se diferenpaza prin 
atitudinea celui care creeaza lumea dincolo de lume: copilul isi exprima deliberat visele, in 
timp ce adultul i§i tainuie§te dorinfele pe care ulterior le defuleaza in incon§tient. Din 
perspectiva psihanalitica, opera literara, §i in cazul de fafa romanul Vizuina luminatd, este un 
vis diurn in care se pot observa cu u^urinta reperele universului oniric: „Putem indrazni sa-1 
consideram pe scriitor un om care viseaza cu ochii deschi§i §i sa comparam creafiile sale cu 
reveriile” 8 . Titlul operei este conceput ca o metafora revelatorie cu trimitere directa catre sfera 
visului §i, de asemenea, discursul romanesc se remarca printr-o serie de obsesii auctoriale, 
refer into concrete ale onirismului de tip vizionar: „imaginarul sub iccti vitap i, fantasmele 
interioritapi, irealitatea halucinanta a adancimilor psihice, profunzimile inconstientului, 
spectacolul tc rill ant al abisalului” 9 . Tema abordata de Max Blecher - „scrisul ca aventura a 
cautarii trupului” 10 - sau, cu alte cuvinte, corporalitatea textuala, vine sa confmne prezenfa 
acestui imaginar debordant, neincapator, care i§i cauta un trup pe masura trairilor inconsticntc. 

Explorarea aprofundata a imaginarului blecherian impune o coborare ad infernos in 
inconsticnt, dar nu in sensul peiorativ al expresiei, ci in sensul unei alunecari simbolice si 
controlate rational in acea „terra incognita” 11 , unde „timpul si spapul sunt doar o iluzie”. 12 in 
acest punct al demersului analitic se contureaza imaginalul cunoscut in (ilosofia lui Henry 
Corbin ca mundus imaginalis, redenumit mundus archetypalis in psihologia abisala a lui C. G. 
Jung, o lume care se face vizibila doar spiritului reveur ce recurge la imaginapa activa. 


4 Mironescu, Doris, Viafa lui M. Blecher. Impotriva biografiei, lap, Editura Timpul, 2011, p. 176; 

5 Sora, Simona, Regasirea intimitatii, Bucuresti, Editura Cartea Romaneasca, 2008, p. 182; 

6 Morar, Ovidiu, Scriitori evrei din Romania, Bucuresti, Editura Ideea Europeana, 2006, p. 92; 

7 Freud, Sigmund, Eseuri depsihanaliza aplicatd, Bucuresti, Editura Trei, 2010, p. 115; 

8 Idem, p. 119; 

9 Teposu, Radu G., Suferintele tdnarului Blecher, Bucuresti, Editura Minerva, 1996, p. 21; 

10 Musat, Carmen, Perspective asupra romanului romanesc postmodern si alte fictiuni teoretice, Pitesti, Editura 
Paralela45, 1998, p. 52; 

11 Jung, Carl Gustav, Opere complete, vol. 18/1, Viafa simbolica, Bucuresti, Editura Trei, 2005, p. 308; 

12 Idem, p. 336; 


459 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Imaginalul este un loc intermediar, aflat intre corp §i spirit, fara granite definibile, fiind 
intcrspapal si totodata transspatial, nicaieri §i peste tot, inauntru §i in afara, real §i ireal, vizibil 
si invizibil, marcand un moment revelator al fiinjei, cand interioritatea se exteriorizeaza §i se 
materializeaza in corporal, cand universul exterior se interiorizeaza §i reprezentarile vizuale se 
dematerializeaza in idei, ganduri, afecte. Aceasta mi scare oscilatorie, din punct de vedere al 
dinamicii psihicului uman, provoaca o introversie si o extraversie a Sinelui, cautandu-se o 
realitate extatica pe care o inipaza Eul §i o finalizeaza Sinele. Este o lume reala in masura in 
care cel care o creeaza crede in consistent ei, aceasta raportandu-se la o altfel de realitate decat 
cea perceputa in planul contingent. Este „lumea aparijionala, o lume in care materia si spiritul 
par a li negociat o cale de mijloc, a§a incat imaterialul sa poata aparea si materialitatea sa devina 
inevidenta”. 13 

Acest mundus archetipalis este contextul predefinit al romanului Vizuina luminata, in 
care personajul narator traie§te experienta onirica §i accepta irealitatea imediata ca pe un dat 
firesc, protagonistul devenind, in final, un visator activ, caruia lumea ii va vorbi prin simboluri. 
Eroul se surprinde pe sine in zona liminala dintre starea de veghe si sornn, cand i§i poate atinge 
fantasmele doar printr-un excrcipu imaginativ supus rati un i i. Universul imaginal blecherian se 
contureaza intr-o secven|a memorabila, cea a descrierii pia^etci din fa\a po§tei bucure§tene, 
seeventa care poarta insemnele definitorii ale angelofaniei si ale thanatofiliei in funepe de 
cromatismul vizualizarii, alb sau rosu. Episodul narativ este pus, la inceput, sub semnul 
incertitudinii, in sensul in care personajul se indoicstc de „realitatea imaginarului” 14 , datorita 
perfeepunii acestei lumi care pare sa fie produsul unei minp lucide: 

„Poate ca ar trebui sa ma indoiesc de realitatea acestor fapte si sa le consider visate, 
poate ca ar trebui sa ma indoiesc de exactitatea lor din moment ce mi se pare ca dcsfasurarca 
lor imi apare atat de logica. Poate ca logica cu care se petrec nu este decat inventata de mine in 
timpul treziei...” 15 

Perccptia distorsionata a personajului este pusa pe seama unei viziuni a rebours, cand 
realul si visul i§i schimba coordonatele, iar principiile ordonatoare i§i modifica statutul, 
imprumutandu-§i reciproc sfera de aplicabilitate: „Tot ce se intampla este logic din moment ce 
se intampla §i este vizibil, chiar daca se petrece in vis, dupa cum tot ce este inedit §i nou este 


13 Plesu, Andrei, Despre ingeri , Bucuresti, Editura Humanitas, 2003, p. 65; 

14 Buse, Ionel, Filosofia si metodologia imaginarului , Craiova, Editura Scrisul Romanesc, 2005, p. 10; 

15 Blecher, Max, Intamplari in irealitatea imediata, Craiova, Editura Aius, 2014, p. 247; 
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ilogic chiar dacS se intamplS in realitate”. 16 Mai mult, realitatea este surclasatS de vis din punct 
de vedere al intcnsitSpi senzoriale §i afective, manifestandu-se un tip de trairism oniric ce 
freamStS fiinta panS la demistificare prin miscari spontane §i divergente, care, pe de o parte, 
in alia sufletul prin ascezS §i, pe de altS parte, coboarS trupul prin sacrificiu. Imaginalul, la Max 
Blecher, este un teritoriu greu de atins de cStre omul ncinitiat, care nu cunoa§te legile 
imprevizibile ale visStoriei, fiindca lumea nu e nici subiectivS, nici obiectivS, nici abstracts, 
nici idealS: „Ne aflSm intr-o lume care are un fel de corp, dar nu e corporals, are un coclicient 
de rarefiere, dar nu e pur spirituals, are, cu alte cuvinte, §i ceva din ce e deasupra ei, si ceva din 
ce e sub ea”. 17 La Blecher, insigniliantul ia amploare §i va fi exploatat panS cand capStS 
combustie internS suficientS pentru a da na§tere unei lumi noi, pasionante, tulburStoare, 
debordante in formS si culoare, expansive in proiccpi §i fantasme, floambaiante. Inefabilul este 
nota dominants a imaginalului provocat §i asimilat de o fiin|S preainsetatS de fantasmatic. 
Astfel, discursul personajului evocS ubicuitatea unui mundus archetipalis care pulseazS numai 
dacS exists o relate cu ecou intre lume si creatorul ei. 

Descrierea piatctci este realizatS printr-o tehnicS cincmatogralicS in care imaginile sunt 
surprinse in dinamica lor §i se succed cu repeziciune de la geamul ma^inii ce dS un ocol pialetei. 
Cele douS cSIStorii ale automobilului inlati^eazS acelasi spapu al rcalitSpi fizicc, fSrS vreo 
deplasare geograficS, insS cinetismul imaginilor face ca acest topos sS capete o altS realitate, 
de naturS suprasenzorialS, in altcrnanta alb-rosu, in funcpc de momentele zilei. Pia^eta devine 
un suprapersonaj care prinde viatS pe mSsurS ce privirea spectatorului isi lSrge§te orizontul 
explorator §i surprinde detaliile in cea mai finS facets a lor, imperceptibilS, dar totu§i vizibilS. 
Prima ipostazS a piatctci este corelatS cu o nonculoare, albul, care inundS orice colt, al spapului 
privilegiat, insS reprezentarea este spontanS, de parcS peisajul ar fi fost din totdeauna in acest 
tipar virtual. Revelapa nu se produce in timpul unei rcacpci expectativ-vizuale obisnuitc, cadrul 
se dezvSluie doar celui care §tie sS vadS cu ochii deschisi. A privi presupune o atitudine 
contemplativS, deta§atS, serenS, insS a vedea inseamnS mai mult decat a lua contact cu prczent.a 
unor lucruri. A vedea este un act de create, o surescitare a puterii minpi care face posibilS 
atingerea diafanS a proiectiilor fantasmatice. Blecher invocS, in acest pasaj, o vedere homericS, 
interioarS, pStrunzStoare panS la adevSratele cscntc, panS la ideile pure ale unor ganduri 
negandite, ale unor vorbe nerostite si ale unor culori neinventate. Albul este o stare a naturii, 


16 Ibidem. 

17 Plesu, Andrei, Despre ingeri, Bucuresti, Editura Humanitas, 2003, p. 62; 
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este sub stanza vitalista a pia^etei, suflul prelung al unei singure respirafii, clipa surprinsa in 
etemitatea ei: 

„Toate automobilele, toate casele, top trecatorii, fiecare frunza, fiecare bara de grilaj si 
fiecare fir din maturoiul curafitorului ca §i el insusi, este in intregime alb. A§ putea spune ca 
toate aceste elemente in loc sa-§i pastreze consistent lor obisnuita, adica oamenii sa fie din 
came si piele, fmnzele din celule vegetale, automobilele din metal §i casele din caramida §i 
pietre, totul este constmit din lapte inchegat”. 18 

Aici, albul nu este perceput ca un cromatism al abscn^ci, ci dimpotriva, ca o chintcscn^a 
de culori, o corola a nuan^elor tari, stridente, pastoase. Din acest considerent, albul dobandcstc 
statutul de culoare plina datorita consistent sale care ofera contumri evidente, ingrosatc, ce 
ies din tipar. Albul, raportat la destinul uman, puncteaza limitele cxistentialc, fie sfarfitul, fie 
inceputul vietii, marcand un moment de tranzifie, aflat la granita dintre vizibil si invizibil, dintre 
constient §i inconsticnt, dintre Sine si Ego. Acest aspect n confera albului valoare ideala, 
intmcat acest cogito rcveur al automlui marcheaza o schimbare a conditici sale, o cvolupc 
intrinseca a propriului psyche, in termeni psihanalitici jungieni, are loc procesul individuapci. 
Confomi gandirii arhaice, “moartea precede vial,a, orice nastcrc fiind o rena§tere” 19 , astfel, 
sccvcnta narativa blecheriana prezinta o stare de fapt a inconsticntului colectiv din care 
urmeaza sa apara con^tiinta umana. Simbologia cromatica marcheaza gradul cel mai inalt al 
albului, ceea ce sugereaza o parcurgere anterioara a stadiilor, de la albul sidefiu, transparent, 
albul moale, poros, pana la albul mat. Personajul romanesc vizualizeaza piatcta sub spectml 
albului laptos, iar in acest sens se invoca o culoare maternala, matriciala, din care izvorastc 
viata. Asadar, peisajul este inundat de un lichid nutritiv, care confine samanta latenta, vitala, 
increata, ancorata in visare. Laptele este echivalent cu sangele lui Hristos, fiind “aspectul 
indepartat al Sinelui ce nu e accesibil ego-ului constient”. 211 Culoare a crinului si a lotusului, 
albul preveste§te lumina diurna, solara, a con^ti in1,ci. §i discursul romanesc invoca mai departe 
imaginea arhetipala a Marelui Intclcpt, a Batranului, o personalitate mana care exprima o for I, a 
vitala ca sursa a crcficrii, a vindecarii magice, a trasferarii energiei psihice: “Mana este puterea 
cvasidivina care caracterizeaza magul, mediatoml, preotul, medicul, trickster-ul, sfantul sau 
nebunul sfant- pe tofi cei care se impartascsc suficient de mult din lumea spiritului pentru a 


18 Blecher, Max, Intamplari in irealitatea imediata, Craiova, Editura Aius, 2014, pp. 247-248; 

19 Chevalier, Jean & Gheerbrant, Alain, Dictionar de simboluri, vol. I, Bucuresti, Editura Artemis, 1993, p. 76; 
20 Edinger, E. Edward, Ego si arhetip, Editura Nemira, 2014,Bucuresti, p. 309; 
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transmite sau iradia energia acestuia.“ 21 Protagonistul blecherian aflat in sfera liminala este un 
initjiat care atrage, in proiccfiile sale hipnagoge, aceasta personalitate mana, oferindu-i 
sentimentul unei directionari a con§tientului, iar prczenta batranului in alb ar fi imaginea ideala, 
incoruptibila a Sinelui: 

“lata de pilda un domn inalt cu musta^a mare, cu un baston in mana, trecand prin fata 
Casei de Depuneri. Ii vad fiecare gest, il vad pana in cele mai mici amanunte, vad si lirclc de 
musta^a albe, §i degetele albe ca de ghips §i ceasul pe care il scoate din buzunar §i care este alb 
ca un ceas de por^elan, capacul care sare este §i el alb, bastonul din mana este alb ca o bucata 
lunguia^a de zahar.. 22 

in prima instan^a, albul delineate culoarea csentiala a in^clepciunii, venita din 
incon§tient si comporta in substan^a sa o chemare la viat,a si astfel se nastc rosul, con^tiinta, 
omul ca fiin^a trecatoare pe pamant, un inger impurpurat. 

A doua calatorie a personajului narator prin fata pia^etei va puncta o schimbare radicala 
de perspective albul este substituit in totalitate cu rosul. Infiltrarea ro§ului in decor se face 
voalat, pia|eta fiind luata prin surprindere de o pata de culoare care se extinde §i i§i impune 
amprenta cromatica peste orice obiect al sau: 

“pe Casa de Depuneri cupola deveni rosie, extraordinar de rosic, splendid de ro§ie, 
pastrand toata stralucirea fa^etelor de sticla din care e construita, ca un imens rubin pe 
acoperisuri. §i de la cupola, toata pia^eta fu invadata de culoarea ro§ie ca o revarsare de sange 
si de purpura. Pana §i aerul deveni ro§iatic, ca in cabina unui fotograf’, 23 

Metamorfozarea pia^etei aduce cu sine o dominanta sangvina asociata principiului vital 
al omului §i al omenirii in genere. Este un ro§u inchis, nocturn, centriped, feminin, tainic, 
reprezentand misterul victii, “culoarea focului central al omului §i al pamantului, focul din 
pantece”. 24 Peisajul i§i atinge dimensiunea expansiva prin curgerea clocotitoare a sangelui care 
nu numai ca pigmenteaza totul, ci se strecoara pana in cele mai ascunse col^uri ale cadrului §i 
se infdtreaza in lucruri, obiecte si fiin^e. Pia^eta este animata de prczenta umanului, iar cadrul 
forfote§te de via|,a: domnul cu baston a carui inlap^are aduce cu un rac fiert, un baiat care 
gole§te o sticla din care varsa sange, maturatorul care ridica in aer praf de caramida, oamenii 
cu trupul de porfir, iarba stropita cu sange, cerul de un ro§u stralucitor etc. Imaginea domnului 


21 Samuels, Andrew & Shorter, Bani, & Plaut, Fred, Dictionar critic alpsihologiei analitice jungiene, Bucuresti, 
Editura Herald, 2014, p. 161; 

22 Blecher, Max, Intdmplari in irealitatea imediata, Craiova, Editura Aius, 2014, p. 248; 

23 Ibidem; 

24 Chevalier, Jean & Gheerbrant, Alain, Dictionar de simboluri, vol. Ill, Bucuresti, Editura Artemis, 1993, p. 171; 
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cu baston devine un laitmotiv al piafetei, insa, daca spectrul albului il desemna drept un arhetip 
al Marelui Intclcpt, acum dominapa ro§ului il transforms intr-un arhetip al personei, numit 
uneori “arhetip social sau arhetip de conformare” 25 , care afiscazS o atitudine disimulatS 
raportatS exclusiv lumii. Contrar prejudccStii de a merge inapoi, domnul asociat cu imaginea 
racului care inainteazS echivaleazS cu “scmnificapa invierii, intrucat Tsi schimbS carapacea”. 26 
BSrbatul este liantul dintre cele douS reprezentSri ale piatctci, corelate cu momente diferite ale 
zilei: “§i piafeta acum, imi pare, cand complet alba, cand complet ro§ie, alba in zilele de soare 
cand stau de exemplu afarS la soare pe terasa mea mSrginitS de grSdinS si ro§ie cand seara 
obosit inchid ochii.” 27 

Imaginea sangelui cotropitor este, de asemenea, corelatS cu simbolistica lui Hristos. 
Atat albul, cat §i ro§ul, trimit cStre fSptura dogmatics a lui Hristos: pe de o parte, albul dezvSluie 
natura divinS, Hind general si etern, iar pe de altS parte, rosul desemneazS natura umanS, fiind 
irepetabil §i unic. Paradoxal, dualitatea cromaticS alb-rosu nu este o reprezentare antagonicS, 
ci desemneaza un conuntio alchimic: Divinitate-om, barbatul in alb fiind pus fafS in fa|a cu 
imaginea in oglinda, dar intr-o lumina a viefii. Este momentul revelator al intalnirii Sinelui cu 
Ego-ul, insa pentru a se contura Personalitatea completa a visatorului, trebuie sa fie cunoscuta 
si latura sa afectiva, reprezentabila prin arhetipul animei ce apare “ca personificare a atmosferei 
psihice insuflefite.” 28 Aceasta “fantasma erotica” 29 apare in secvenfa romanesca in ipostaza 
femeii in ro§u care traverseaza piafeta: “§i deodata trecu o femeie din piafeta ro§ie. Era 
imbracata intr-o rochie ro§ie de matasa fo§nitoare, cu o palarie pe cap cu margini late de 
asemenea ro§ie, cu pantofi in picioare §i ciorapi rosii, cu o peseta §i manu§i rosii, cu fata 
purpurie.” 30 

Motivul femeii necunoscute identiiica o insofitoare a sufletului care ii arata visatorului 
drumul spre iluminare. Anima se prezinta drept o ondina fennecatoare care ademeneste suflete 
si le subjuga prin vraja sa. Miscarilc sillidice ale femeii manifests o atraefie irezistibila asupra 
spectatorului, inducandu-i o stare hipnotica. Aceasta reprezentare este partea feminina a 
psyche-lui, non-eul pierdut sau uitat, care, odata recuperat, are rolul de a restabili ordinea 

25 Stevens, Anthony, Jung, Bucuresti, Editura Humanitas, 1996, p. 74; 

26 Jung, Carl Gustav, Opere complete, vol 9/1, Arhetipurile si inconstientul colectiv, Bucuresti, Editura Trei, 2014, 
p.392; 

27 Blecher, Max, Intamplari in irealitatea imediata , Craiova, Editura Aius, 2014, p. 248; 

28 Jung, Carl Gustav, Psihologie si alchimie. Simboluri onirice ale procesului de individuatie. Reprezentari ale 
mantuirii in alchimie, Bucuresti, Editura Teora, 1998, p. 54; 

29 Jung, Carl Gustav, Opere complete, vol 9/1, Arhetipurile §i inconstientul colectiv, Bucuresti, Editura Trei, 2014, 
p.35; 

30 Blecher, Max, Intamplari in irealitatea imediata, Craiova, Editura Aius, 2014, p. 249; 
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interioara. In aceeasi rnasura, aparifia femeii in rosu anunfa finalitatea procesului de 
individuate, cand Eul ia cuno§tinfa de Sinele sau si incon§tientul este consticntizat. Anima 
manifests o energie tamaduitoare care insanato^estc Eul inflatjonist sau Eul alienat de 
ingratitudinea de a fi unul cu Sinele sau de a se instraina definitiv de acesta. Astfel, anima este 
arhetipul revelator al fiintci care faciliteaza procesul individuapci: “Tot ce este atins de anima 
devine numinos, adica neconditionat, periculos, tabuizat, magic. Ea este sarpele din paradisul 
omului nevinovat, plin de bune intcnpi.” 31 Autenticitatea acestei fantasme este pusa sub semnul 
indoielii in mintea visatorului §i ? pentru a se asigura de materialitatea ei, protagonistul cere 
parerea unui alt privitor al piafetei. Acesta din urma rccunoastc imaginea femeii in ro§u, insa 
culoarea obsedanta o pune pe seama extravaganfei vestimentare. Personajul visator nu se dezice 
de credin|a in fantezia sa §i, mai mult decat oricand, este convins de realitatea acestei ireal itap 
pe care o controleaza in mod lucid: 

“cateva interference de felul acesta au ispravit prin a-mi zdruncina cu totul credinta intr- 
o realitate bine inchegata §i sigura de dansa in care de altfel pot introduce oricand schimbarea 
care imi place, perfect valabila, persistenta si sigura §i in acela§i timp mi-a aratat adevaratul 
aspect somnambulic al tuturor acpunilor noastre cotidiene.” 32 

Sintetizand, toposul pia^etei marcheaza Sinele psihologizat, un units mundus in care 
arhetipurile se intalnesc si se contopesc intr-o totalitate dinamica. Imaginea Marelui Intelcpt, 
ca reprezentant al inconstientului colectiv, imaginea personei §i animei ca figuri ale 
inconstientului personal si, nu in ultimul rand, simbolistica alb-ro§u constituie lumea imaginala 
blecheriana prin excclenta care ofera un bogat material arhetipal. C. G. Jung dctinea imaginafia 
activa drept o realitate care se nastc in momentul reveriei, cand “imaginile au propria lor vial,a 
si evenimentele simbolice se dezvolta chiar dupa logica lor proprie.” 33 Imaginea statica incepe 
sa se mi§te si se suprapune cu o imagine interioara animata prin concentrate care se 
imbogaCe§te cu detalii, incon§tientul acl,ionand in acest moment prin revelarea unei mari istorii. 
Imaginile care se succed in descrierea pia^etei invoca ideea de cere magic, in sensul in care 
personajul visator vede in alb §i rosu acela§i topos. Acesta inconjoara cu privirea locul, 
realizeaza o circumambulate de imagini in incercarea de autovindecare a sufletului ranit. 
Dincolo de simbolistica acestor culori, albul §i ro§ul se dovedesc a fi, in cele din urma, o 


31 Jung, Carl Gustav, Opere complete , vol 9/1, Arhetipurile $i inconstientul colectiv, Bucuresti, Editura Trei, 2014, 

pp. 201-202; 

32 Blecher, Max, Intdmplari in irealitatea imediata, Craiova, Editura Aius, 2014, p. 249; 

33 Jung, Carl Gustav, Opere complete, vol 18/1, Viata simbolica, Bucuresti, Editura Trei, 2014, p.37; 
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experience subiectiva a visatorului, ele bind proiccpi plastice care exista doar in interiorul 
mental al personajului. Imaginatia active, metoda a introspccpci, produce un flux oniric prin 
dinamica unor impresii vizuale subiective. Asadar, imaginalul “il pop vedea, dar nu-1 pop arata 
nimanui [...] e ceva care s-a nascut ca ecou personalizat al miscarii tale.” 34 

Analiza imaginalului blecherian a revelat acea imaginatio vera, o imaginable de sorginte 
divine care nu substituie realul, ci implementeaza o noua realitate care se descrie in alte limite 
§i principii. Dar, o privire holistica a secvenbei narative impune considerarea lumii imaginale 
ca bind parte din intregul imaginar al prozei blecheriene. Imaginarul este lucrul inchipuit, iar 
imaginalul este lucrul cunoscut prin imagine, aceste spa^ii tangcnpalc raportandu-se in egala 
masura la inconsticnt. 

Irealitatea imediata create de Blecher presupune, pe de o parte, lumea ideilor creatoare 
prin actul scriiturii, iar pe de alta parte, o lume a metafizicului ce prinde contur prin 
reprezentarea imaginilor universale, invocandu-se vizionarismul textual ca dominanta a 
autcnticitapi sus|inute de facultatea imaginative a scriitorului. 
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MONSTER BEAUTY IN THE NOVEL MICHELANGELO ELECTRIC 
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PhD Student, ’’Petru Maior” University of Tirgu Mures 


Abstract: The present culture of the body includes both culturally accepted somatechniques and 
stigmatized ones, among which the practice of the tattoo occupies a central position. Christine 
Braunberger has enlarged the contemporary body aesthetics with the concept of monster beauty with 
reference to the tattooed body as part of the freak shows. The tattoo can be regarded as a cultural 
activity and an individual one, as well. The permanent updating of the identity is achieved through the 
tattoos inscribed on the skin and the tattooed body becomes a cultural and political instrument that can 
lead to social, political and ideological changes. 

Keywords: body, monster beauty, tattoos, identity, political instrument 

Actuala cultura a infrumuse|arii §i transformarilor aplicate la nivelul corporalului prin 
intermediul chirurgiei estetice si a altor tehnici invazive, sustinutc de important efectelor 
vizuale si a privirii, prevalente oricaror altor simturi, au facut loc dezvoltarii artei tatuajului. 
Discursul transformarilor monstruoase problematizeaza distinctia dintre practicile somatehnice 
acceptate cultural §i cele stigmatizate, categorie in care sunt incluse cele ale mutilarii sau auto- 
mutilarii, categorie din care face parte §i tatuajul. Romanul Michelangelo Electric (2006) al 
autoarei britanice Sarah Hall, unul dintre finalistele prestigiosului Booker Prize in 2004, se 
concentreaza pe arta tatuarii cu tot ceea ce include ea, tatuator, persoana tatuata, piele §i 
simboluri inscrise pe piele, precum si o scurta incursiune istorica in una dintre cele mai vechi 
practici. Povestea artistului, Cyril Parks, un Michelangelo ce se folose§te de aparatul electric 
pentru a inscrie pe pielea umana istorii personale, traverseaza spa(iul fascinant al Morecambe- 
ului englezesc pana in Coney Island-ul american §i inapoi in locul natal in vederea practicarii 
artei sale. 

Trupul este prezent pe parcursul romanului in cele mai dizgratioasc, grotcsti, bizare §i 
monstruoase forme si cu o capacitate extraordinary de a se metamorfoza. Hotelul Reedei Parks, 
mama protagonistului Cy, gazduicstc in cea mai mare parte bolnavii de tuberculoza 
familiarizandu-1 pe baiat, inca de la o varsta frageda cu anatomia umana supusa bolii si, in 


468 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


special, cu clcjccpile, fluidele, mucozita|ile §i sangele pe care le varsau in lighenele lor. 
Contactul vizual cu acestea ii dezvaluie o perspective interesanta asupra sangelui care i se 
inlati^caza in lighean sub fonne diferite, miscatoarc, imaginative in func|ie de pozitia lor si de 
viziunea celui care privcstc §i care suscita interesul sau in aceasta chestiune „Daca sangele li¬ 
ar putea spune pove§ti? Daca era ceva pre|ios, dincolo de groaza §i fiorii pe care |i-i dau mizeria 
si scursorile unui trup, vreo minune mantuitoare, dincolo de zgarciuri §i pilitura §i de 
inspaimantatoarea cavalcada a defectei si purulentei anatomii umane? Nu §tia de ce, dar acest 
gand era ciudat de imbucurator.” 1 Fascina|ia perversa pentru secre|iile corpului si pentru sange, 
in particular, ofera o noua viziune asupra vie|ii organice a corpului, starea de grea|a este 
depasita pentru a fi inlocuita cu toleran|a fa|a de partea mai sinistra §i mai intunecata a lucrurilor 
facand abstrac|ie de aspectul sau amenin|ator in favoarea poten|ialului sau creator. 

Acelasi tipar se aplica §i in cazul prefacerilor corpului prin tatuaje. Atelierul lui Eliot 
Riley, acolo unde Cy i§i face ucenicia adapostcstc §i el „regurgitarile hidoase, dureroase, 
deseori inso|ite de urlete, ale pielii umane” 2 iar lipsa de vulnerabilitate in fa|a unui astfel de 
spectacol hidos si grotesc este un aspect deosebit de important in meseria de tatuator. 
Familiarizarea timpurie „cu limitele mai bizare, mai umede, mai sangeroase ale trupului 
uman” 3 , lipsa de tulburare la contactul cu „sange, cheaguri sau mirosuri” 4 ori „capacitatea 
nediscriminatorie de a tolera corpul uman organic” 5 sunt aspectele imparta§ite de personajele 
romanului si in jurul carora se construie§te legatura dintre Cy, mama sa Reeda §i artistul Eliot 
Riley. Reprezentarile corporale sunt astfel private de delicate|e, apar in intreaga lor 
materialitate si concrete|e ca ni§te mecanisme ce func|ioneaza demonstrand rela|ia dintre 
interiorul §i exteriorul sau evident sub forma transpira|iei sau a sangelui care ta^nestc sub 
impactului in|epaturii acului electric. Toate acestea trimit la imperfec|iunea trupului, lec|ie 
predata de maestru ucenicului sau in capitolul „Salvarea Rcnastcrii”, prin inventarierea 
numelor arti§tilor celebri: de la Rafael ale carui personaje „cu cat deveneau mai rafinate si mai 
idealizate, cu atat mai mult inapoia pictorul ceea ce Rena§terea recuperase din monnintele din 
Evul Mediu ale marilor imperii §i anume anatomia umana scrupulos de imperfecta” 6 , Dante 
Gabriel Rossetti, Rembrandt, Gustave Courbet, Edouard Manet, Caravaggio si Blake ale caror 


1 Sarah Hall, Michelangelo Electric, Bucure^ti, Ed. Humanitas, trad. Sanda Aronescu, p. 24 

2 Sarah Hall, op. cit ., p. 91 

3 Ibidem , p. 92 

4 Idem 

5 Idem 

6 Ibidem, p. 118 
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opere de arta traduc interesul pentru corp, indeosebi pentru natura sa urata, grotesca §i 
imperfecta. 

Tatuajul semnifica imprimare permanenta §i durabila a pielii corpului cu insemne ce 
atesta cxistcnta umana a celui care sufera transformare din voinpi proprie. Daca existen^a unor 
marci inscrise pe trup, cum ar li imbatranirea pielii ca o consecin^a a trecerii timpului, o 
cicatrice a intcrvcnpilor chirurgicale sau a gloantclor, apare a fi fireasca privand oamenii de 
control asupra propriului lor trup, tatuajul decurge dintr-o voinpi proprie, o alegere personala 
de a-si inscrie istoria sa traita, o decizie ce apafiine exclusiv proprietarului trupului intr-un pact 
asumat cu tatuatorul, perceput ca atare de artistul protagonist al romanului care „aduna 
pove§tile lor intr-o galeata din atelier sau ghereta, le amesteca incet cu cerneala si folosea serul 
sanguin pentru a picta traduceri ale relatarilor chiar in timp ce hemoragia lor se scurgea pe 
povestitori” 7 . Astfel tatuajul este o transgresare a limitelor prin intervening aplicate la nivel 
corporal intr-un gest reposedare a propriului trup, de adecvare a trupului la experience traite, 
si in consecinpi, la identitatea persoanei prin con§tientizarea faptului ca „tatuajul insemna sa 
intclcgi ca oamenii, in misterul lor confuz, vor doar sa-§i revendice trupurile ca fiind ale lor, ca 
sa-si construiasca un far sau sa ridice o grinda, sa elaboreze un manifest, sa avertizeze, sa 
sarbatoreasca, sa povesteasca despre ei. Tatuajul insemna sa intclcgi ca pentru ca trupul sa 
renasca §i sa fie din nou subjugat, trebuie mai intai sa fie distrus si eliberat. El insemna 
emancipare si robie, cenu§a §i pasarea Phoenix. Frumuscl,c §i distrugere, vechiul true. Acesta 
era contractul.” 8 Motiva^iile care justified decizia de tatuare sunt multiple, sunt personalizate 
in functic de individ conferindu-i-se un statut unic, iar rclatia dialectics dintre distrugere si 
rcnastcrc devine un tipar pentru soluponarca crizelor identitare. §ocul initial creat de tatuaj este 
depasit cu u§urin|a iar reconfigurarea identitapi se produce in momentul in care insemnele pe 
came devin „componente obi§nuite ale anatomiei umane.” 9 A§adar, tatuajul ca marca a 
corporalitapi este o forma a devenirii indicand o tranzitic in stabilirea coordonatelor identitare, 
o modalitate de eliberare a lor sau dimpotriva, de mascare a acestora. 

Actualizarea permanenta a identitapi prin includerea corpului marcat de inscrierile pe 
piele trimite la teoretizarile din domeniul sociologiei efectuate de Anthony Giddens pentru care 
„sinele este vazut ca un proiect reflexiv, pentru care individul este responsabil. Noi suntem, nu 
ceea ce suntem, dar ceea ce facem din noi insine....Reflcxivitatca sinelui este extinsa asupra 


7 Ibidem , p. 259 

8 Ibidem , p. 259 

9 Ibidem, p. 129 
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corpului, unde corpul este mai degrabS parte a unui sistem de actiunc decat un simplu obiect 
pasiv.” 10 Teoria structurSrii elaborate de acesta sunt escnpale in intclcgerca procesului tatuSrii 
prin importanja rclapci simbiotice, si nu opoziponalc, dintre structure §i capacitatea de acpune 
a individului. Structura socials prezentS sub forma traditiilor, regulilor, normelor, codurilor 
morale, institupilor exists in mSsura in care se reflects in repetitivitatea actelor indivizilor care 
reproduc structura data. Acpunca autonoma a indivizilor au potential de schimbare a structurii 
atunci cand ea este ignoratS sau inlocuitS. Din constientizarca acestei pozipi importante a 
agenjilor implicap in structurarea sociala §i a statutului de act social al tatuarii derivS 
intclcgerca acestuia ca o problematics deopotrivS individuals si culturalS. in acclasi sens, 
Clinton Sanders apreciazS arta tatuarii ca Hind o activitate culturala cu un putemic impact 
social prin important^ comunicSrii sociale pe care o implied deoarece „modificarea corpului 
este culture; este semnificativS pentru membrii socictSpi in care apare, si este produsS in cadrul 
unor rctclc complexe de acpunc colectivS” * 11 (iind un important semnificant cultural, insS 
rSmanand o activitate deviants ce confers artei tatuajului un statut de subculture. Sanders 
insista asupra tatuajului ca un instrument cscnpal al kitului identitar al persoanei tatuate. 

Din punct de vedere istoric, modificarea corpului prin tatuaje dateazS de 5000 de ani 12 
si exists destul de pupne consemnSri istorice. Primele relatSri sunt legate de echipajul de 
exploratori englezi condusi de cSpitanul James Cook trimi§i la sfarsitul secolului al XVIII-lea 
sS se ocupe de noul teritoriu britanic din America de Nord 13 . Accstia sunt responsabili cu 
importarea tatuajului in Europa sub forma insemnelor purtate de marinari ca marcS a 
apartenenlei lor la aceastS profesie, iar ulterior de comunitSple militare, deci o activitate 
exclusiv masculinS iar conotapile acestor tatuaje trimit la curaj, eroism, bSrbSpe, imposibile de 
conceput pe pielea femeilor. De atunci, tatuarea a cunoscut diferite forme si a fost privitS din 
diferite puncte de vedere, sau mai precis a fost consideratS din perspectiva sociogenezei 14 
formulate de Michael Atkinson conform cSreia procesul tatuSrii este asociat cu diferite clase 
sociale, dar si in grade variate de dcviarpS. Sociogeneza se fundamenteazS pe momentele 
evolupei istorice a tatuSrii divizand-o in sase perioade de dezvoltare §i anume: era colonistului 


10 Anthony Giddens, Modernity and Self-Identity: Self and Society in the Late Modern Age, Stanford, CA: Stanford 
University Press, 1991, pp. 75-77 

11 Clinton Sanders, Customizing the Body: The Art and Culture of Tattooing, 1989, p.21, trad. ns. 

Mane Caplan, Written on the Body: The Tattoo in European and American Culture, Princeton University Press, 
edited by Jane Caplan, 2000 

13 Michael Atkinson, Tattooed: The Sociogenesis of a Body Art, Toronto, University of Toronto Press, 2003, pp. 
30-50 

14 Idem 
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sau a pionierului, era circului sau a carnavalului, era clasei muncitoare, epoca rebelului, New 
Age §i era supermarketului. 

Romanul Michelangelo Electric surprinde decaden(a epocii carnavalului si a circului 
prezenta in Coney Island-ul american, dcstinatic aleasa de Cy pentru a-§i profesa vocal,ia dupa 
moartea maestrului sau. Intreaga lume ce populeaza acest spa(iu este un spectacol al 
ciuclatcniilor ce amintcstc de muzeul anatomiei umane descris de Angela Carter in romanul 
Nopfi la circ. Din cauza excluderii femeilor din istoria tatuarii, in Statele Unite a fost initiata 
la sfarsitul secolului al XlX-lca practica organizarii spectacolelor care expuneau trupurile 
femeilor sub forma spectacolelor ciuclatcniilor (freak shows), concursuri de tatuaje, spectacole 
de frumuse(e ca parte a spectacolelor de circ si camaval §i care constituiau o varianta neoficiala 
a concursurilor de frumusc(e. Scena carnavalului permite trupurilor tatuate sa fie expuse si 
admirate, la fel ca si trupurile monstruoase, grote§ti sau hibride, iar, astfel, carnavalul bahtinian 
i§i dovede§te inca o data viabilitatea prin crearea unui spatiu propice in care excesul §i 
transgresiunea i§i gasesc locul pentru o delimitare a limitelor reale. Sfar§itul acestei perioade 
spectaculoase si tonul nostalgic folosit de Robert Bogdan, unul dintre cei mai important 
cercetatori ai ultimelor decenii in domeniul traclitiei culturale a acestor spectacole este surprins 
§i de Sarah Hall in romanul ei. Ideea ca „splendoarea grandioaselor zile ale spectacolului de 
ciuda|enii” 15 a luat stars it este rcsimpta de protagonist inca de la primul contact cu spapul 
american perceput de acesta ca fiind „pe o panta descendenta, trezindu-se ca dupa o bepc din 
gloria de la inceputul secolului, cand pana si Dumnezeu platise taxa de intrare [...] chicotise 
vazand atata animate §i se minunase de bizarii golemi §i oamenii-animale expu§i, pe care El 
insu§i ii facuse de mantuiala cand ii crease.[...] Cy a simtit decaden^a aproape imediat dupa ce 
sosise [...] Ramanea un loc amuzant - inspaimantator §i ispititor de amuzant -, dar §tiai ca in 
curand se vor petrece incidente neplacute” 16 anticipand astfel curgerea evenimentelor. Critica 
recenta (Adams 17 , Shildrick 18 ) pledeaza pentru corpul bizar ca fiind locul de desfa§urare a 
problemelor sociale si politice, argumentat de faptul ca aparitia spectacolelor trupurilor marcate 
ca anormale este concomitenta cu perioadele de schimbare culturala, reveland rela(ia instabila 
intre corpul normal si cel bizar. Comunitatile care includ o varietate de anomalii fizice §i trupuri 


15 Robert Bogdan, Freak Show: Presenting Human Oddities for Amusement and Profit, Chicago and London, 
University of Chicago Press, 1988, p. 280, trad. ns. 

16 Sarah Hall, op. cit., p. 185 

17 Randy Adams, Sideshow U.S.A.: Freaks and the American Cultural Imagination , Chicago, University of 
Chicago Press, 2001 

18 Margrit Shildrick, Embodying the Monster: Encounters with the Vulnerable Self, London, Sage, 2002 
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tatuate vadesc un efort colectiv directional inspre transformarile culturale si sociale. In plus, 
ele problematizeaza distinepa intre anomaliile llzice innascute si cele produse artificial de 
intervenpa individului prin urcarea pe scena a acestora, demonstrand masura in care aceste 
ciudatcnii umane sunt construc|ii culturale ale corporal ita^i i. 

Astfel, spatiul Coney Island-ului american este caracterizat prin zgomot si 
excentricitatea varieta|ii de corpuri umane expuse ingloband „tot ce era fantastic, grotesc, bizar, 
teatrul de comedie malefica al Sodomei, unde femei catar si salbatici starneau in mulpmi 
frenezia scarbei si a flagelarilor care o lasa cu gura cascata.” 19 Dinamica din cadrul 
spectacolelor este una a reaepilor contradictorii din partea publicului, este una destabilizatoare 
pentru relafiile dintre normal si monstruos, dintre sine §i celalalt deoarece „monstruosul nu 
poate fi definit in locul celuilalt, nu este un simplu strain, dar intotdeauna starncstc raspunsuri 
contradictorii de negare si rccunoastcrc, dezgust §i empatie, excludere si identificare” 20 
Monstruozitatea umana din cadrul romanului este subordonata principiului spectacolului intr- 
o legatura directa cu sensul etimologic primar al cuvantului monstru care provine de la 
monstrare, adica a arata. Astfel Galeria de Tablouri Umane din Luna Park expune publicului 
pe Claudia, o femeie de proportii uriase si cu o forta fizica extraordinary, tatuata pe tot corpul 
de catre sot,ul ei, cu par pe barba, care trimite la stereotipia monstruozitapi Femeii cu barba, 
surorile siameze, foste actrite in spectacolele cu mon§tri, proprietare ale localului Varga Oyster, 
care ofereau iluzia de a fi o singura persoana desi erau doua §i foarte diferite, Doamna-cu- 
mupi-ochi, opera de arta a lui Cy, trupul pe care a tatuat 109 ochi. Aceste exemplare umane 
devenite parte a unei afaceri profitabile pentru care oamenii plateau fac apel la conceptul de 
frumusctc monstruoasa (monster beauty) identificat de Christine Braunberger demonstrand 
faptul ca „exista un fel nechibzuit de libertate in a-i oripila pe ccilalp, in transformarea 
propriului trup intr-o combinapc seducatoare §i ciudata care este frumuse^ea monstruoasa.” 21 
Iar aceasta scandalizare isi are punctul de plecare in vizual, in ochiul care priveste si care 
provoaca un sir de reaepi fizice §i psihice deoarece „voyeurismul era cheia tuturor atraepilor, 
pentru ca americanii voiau sa se relaxeze cu ceva care sa inlocuiasca gandirea cu emopc, voiau 
porcarii frumoase, voiau un pumn in burta. intreaga oferta era ca un ochi pe pivot. Un ochi 
devorator.” 22 , o experienta deopotriva destabilizatoare §i problematizanta. 


19 Sarah Hall, op. cit.. p. 187 

20 Margrit Shildrick, op. cit., p. 17 

21 Christine Braunberger, Revolting Bodies: The Monster Beauty of Tattooed Women, NWSA Journal, Vol. 12, 
No. 2, 2000, pp.1-23, p. 12 

22 Sarah Hall, op. cit., p. 186 
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Studiul lui Doru Pop, Ochiul §i corpul se concentreaza pe vizual, pe rclapa dintre ochi 
si corp care este tratata din perspectiva fenomenologiei, a psihanalizei §i a deconstrucpci 
postmoderne. Din punctul de vedere al fenomenologiei merleau-pontyana „nu conpiinla este 
cea care gandcstc, care face subiectul sa fie prezent in lume, ci corpul. Corpul dispune de 
instrumentele necesare pentru a activa cognoscibilul, care in-carneaza subiectul.” 23 Iar ochiul 
este un instrument esenpal, el find „corporalizat” si rcusind sa „corpo-realizeze” imaginile. 
Patriarhismul, manifestat in psihanaliza freudiana, a divizat barbatul si femeia, respectiv 
subiectul §i obiectul, din perspectiva privirii „daca barbatul este subiectul privitor prin 
excelenla, femeia este obiectul privirii, subiectul obiectualizat, inferior ca produs anatomic. 
Inferioritatea femeii in comparape cu puterea barbatului ii confera acestuia autoritate asupra 
spapului vizualitapi, ii acorda poten|a obiectuala.” 24 Continuand pe linia criticii psihanalizei 
freudiene, situandu-se pe o pozipc lacaniana, Doru Pop subliniaza important acceptarii 
celuilalt ca subiect §i ieprea acestuia din categoria de obiect. in acelap sens, concep|iile sale 
asupra vizualului se extind asupra deconstrucpci lui Derrida al carei pandant este pluralismul 
si in cadrul careia se realizeaza disolupa centralitapi subiectului care privcstc pentru a facilita 
acceptarea alteritapi p a punctelor de vedere multiple. 

Problematica ochiului este cscntiala in grila de lectura a romanului iar relapa ochi - 
corp este surprinsa in multe din aspectele sale pe parcursul romanului. Pe de o parte, este 
subliniata importanpi acestui simt pentru perceperea realitapi inconjuratoare §i activarea 
schemelor de gandire a lumii exterioare caci „daca ochii ar putea minti, necazurile lui ar lua 
sfarsit. Daca ochii n-ar fi nistc victap atat de cuminp, care-§i petrec timpul straduindu-se sa-i 
comunice lumea si grozavia ei, bucap bune din viata n-ar mai fi atat de abisale.” 25 In momentul 
in care sub ochii personajului sangele ia forme diverse §i miscatoarc obedient^ ochilor este 
inlocuita de revolta acestora si de capacitatea lor de a modifica imaginile pe care le recepteaza. 
Vizualul generat de ochi trebuie intclcs in contextul mai larg al rclapei dintre subiect si obiect, 
dintre interior si exterior, i magi nar/i magi nape §i imagine fara a le reduce la simple opozipi ci 
pentru a realiza o deierarhizare. Opera cea mai reprezentativa a artistului tatuator este Doamna- 
cu-mulp-ochi pe al carei trup a rcu.pt sa tatueze imaginea repetitive a unui ochi in 109 
exemplare de diferite marimi in funcpc de partea corpului unde sunt situate. Exemplar expus 


23 Doru Pop, Ochiul $i corpul. Modem $i postmodern in fdosofia culturii vizuale , Cluj Napoca, Editura Dacia, 
2005 

24 Idem 

25 Sarah Hall, op.cit., p. 11 
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in Galeria de Tablouri Umane din Luna Park, este un exponat pentru care oamenii vor plati 
pentru a o privi, insa prin intermediul ochilor tatuap privitorii vor fi la randul lor privip. Iluzia 
creata cu aceasta imagine tatuata consta in faptul ca „in timp ce privea ochiul, el ii intorcea 
privirea, as a ca de fapt nu putea sa-1 vada §i sa-1 evalueze - nu in felul in care sunt luate si 
consumate obiectele vazute de catre privitor. Asta era sursa problemelor acestei imagini. 
Ochiul ii manipula privirea, nu reu§ea sa fie ncinsuflcpt si refuza sa fie evaluat ca obiect. 
Sincer, el nu §tia cine privea pe cine, Cyril Parks sau ochiul, pentru ca privirea lui era oglindita, 
refractata, pusa la acela§i nivel. Ca §i cum imaginea juca un joe cu el.” 26 Corpul devine un 
instrument politic, un camp de lupta al bataliei dintre masculin si feminin care este subordonata 
diadei subiect - obiect. Obiectul privit, trupul femeii, obiect posedat, devine subiect privitor, 
manipulator intorcand privirea intr-un gest care sperie, intimideaza si in care ierarhiile trup - 
ochi, subiect - obiect, masculin - feminin sunt rasturnate. Justificarea alegerii acestui simbol 
inscripponat pe tot corpul se gascstc in dorm^a de rcvoluponarc a unei intregi traditii patriarhale 
iar instrumentul utilizat este chiar corpul „intotdeauna corpul, numai corpul! intotdeauna 
pentru noi! Nu cred ca va fi vreodata altfel. Nu pot sa spun ca nu pop poseda corpul meu, e 
deja un lucru hotarat, deja obtinut. Daca as fi tras eu primul foe, ar fi fost pe alt teren - in minte. 
Eu nu pot sa intervin in ceea ce ei considera ca le apartinc, in felul in care ar trebui sa arate, in 
reguli.” 27 Astfel corpul femeii tatuat cu ochi manipuleaza §i subjuga privirea si mintea 
oamenilor in incercarea de a ie§i din categoria de obiect incarcat de senzualitate si sexualitate 
in care barbatul a inclus-o. Cariera lui Grace in Galerie este scurta din cauza actului violent 
exercitat asupra corpului sau de catre Malcolm Sedak care prin acidul sulfuric turnat pe trupul 
ei i-a dezintegrat carnea. Explicapa acestui gest rezida in faptul ca „el voia sa-i modifice trupul, 
s-o aduca pe ea inapoi, unde-i era locul, sa-i reconstituie gratia si feminitatea, sa reconstituie 
planul Domnului pentru stirpea ei.[...] Voia sa fie ridicat blestemul care-1 apasa §i voia ca 
puterea ei anafrodiziaca sa dispara.” 28 Ca o consecirpa a faptului ca „a vazut trupul ei 
monstruos, cu orbitele vii care-i intorceau privirea, plesnindu-1 cu impotcnpi incepand din acel 
moment.” 29 Daca, temporar, victoria pare a fi de partea barbatului prin plasarea corpului femeii 
in ipostaza sa initiala, razbunarea femeii ce consta in faptul de a-i scoate ochii barbatului inchis 
in sanatoriu, rastoama din nou balan^a in favoarea femeii. In acest fel practicile de modificare 


26 Sarah Hall, op. cit., p. 258 

27 Ibidem , p. 273 

28 Ibidem, pp. 284-285 

29 Ibidem , p. 285 
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a corpului implied discupi legate de gen §i roluri opresive ingloband interese aflate la poluri 
extreme „fie mentincrea ideologiei hegemonice asupra fcminitapi, fie efortul consticnt de a 
submina ideologia patriarhala prin rezisten|a corpului 30 ” iar in cazul romanului, mai precis al 
personajului Grace, corpul este un mijloc de eliberare. 

Tot in domeniul vizualului §i al suprafelelor se inscrie interesul pentru piele, care odata 
cu cvolupa in medicina este considerat un organ al corpului, fundamental pentru funcponarea 
anatomiei umane. Arta tatuajului are ca interes central pielea umana ce mdeplincstc funcpi 
esen^iale pe care protagonistul romanului le descopera si care nu inceteaza sa li ofere surprize, 
complctandu-si cunostintcle cu informalii medicale deoarece „a invajat intr-un spital din sudul 
Brooklyn-ului ultima lecpc despre materialul profesiei lui. Era cel mai mare organ al corpului. 
§tia atatea despre piele, §tia ca este in cscn^a imperfecta, dar asta era insasi natura ei, stia ca 
spune pove§ti pe care gura nu le spune, §tia cum se flexeaza, cum face cute si cum ele dispar, 
§tia umbrele si formele ei, provinciile cu elasticitate §i densitate geografica, §tia cum 
imbatrane§te, cum sangereaza, cum adapostcstc cemeala lui. Dar nu §tia ca este un organ, ca 
ficatul, ca rinichii sau splina. Un organ vital ca §i iubitoarea, grctoasa inima omeneasca .” 31 
Re^eaua corpului uman este atat de complexa incat fiecare parte isi are rolul bine stabilit, fara 
ca vreuna sa isi poata denun^a superioritatea fal,a de cealalta ei mai degraba funcponand dupa 
un principiu al coexistentci- 

Interesul pentru piele conjugat cu marcile inscrise pe trup fac trimitere la conceptul de 
eu-piele elaborat de Didier Anzieu 32 . Analiza efectuata de Anzieu realizeaza o mi§care dinspre 
eul-piele inspre eul care gande§te, mai precis el investe§te pielea cu acelea§i abilitati ca §i 
creierul care gandcstc. El stabileste o omologie intre structura §i functiilc de limitare, contincrc, 
organizare ale pielii si cele ale eului, ambele considerate o in ter fata ce are in vedere limite, 
granite, continuturi variate, senzapi. Orice modificare a pielii are un impact direct asupra eului, 
viceversa fund de asemenea valabila. Interfile de modificare a intcgritapi corporale 
demonstreaza mai degraba o lipsa a limitelor, o confuzie ce se stabile§te intre eul psihic si cel 
corporal, intre ceea ce depinde de propria persoana §i ceea ce depinde de ccilalti, o incertitudine 
a experientelor agreabile si dureroase, un sentiment de a fi spectator a ceea ce pare sa fie sau 
sa nu fie propria existen|a. Aceasta teorie este aplicabila experientei tatuarii, a contemplarii 
propriilor experien|e marcate pe trup ca pove§ti a unei idcntitap prezente sau trecute, calatorii 


30 Michael Atkinson, op. cit., p. 16 

31 Sarah Hall, op. cit., p.295 

32 Didier Anzieu, Le Moi-Peau, Paris, Editions Dunod, 1985 
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ale sentimentalitalii si amintirilor, deopotriva dureroasa si placuta. in acest fel „tatuarea a 
ramas singura cultura din Coney care a rezistat de-a lungul anilor §i a ramas credibila, atragand 
pe loc publicul. Era ceva ce putea fi facut in fa^a maselor care priveau §i cascau incluzandu-se 
si pe ele, simpnd efectiv scnzatia. Acesta era insu§i nucleul longcvitapi sale - includere, 
implicare, legatura. in timp ce alte spectacole ratau pnta, artistii tatuatori o nimereau la fix, 
iarasi §i iarasi, permitand clicnplor sa personalizeze tatuajul, sa-§i creeze propriul agrement si 
le ofereau scnzatii fizice §i acel taram al suferin|ei §i frumuscpi cautat de ei.” 33 Scnzapile sunt 
si ele fundamentale in tatuare, iar actul tatuarii este asociat actului penetrarii sexuale prin 
intennediul acului electric care strapunge pielea. Durerea asociata cu tatuarea trimite la un 
anume instinct de auto-distrugere. 

Dedublarea este prezenta pe mai multe paliere ale romanului. Maestrul Eliot Riley este 
cel in al carui atelier i§i face ucenicia Cy Parks §i care este „Ianus cel cu doua capete” 34 
cvidentiind cele doua poluri opuse ale personalitapi sale: pe de o parte, degradarea, viciul, 
duritatea, lipsa sa de umanitate, monstruozitatea caracterului sau si pe de alta parte, o latura 
luminoasa ce scoate la iveala marcpa, indemanarea, maiestria modului in care isi practica 
meseria. Spectacolul trupurilor tatuate atesta cxistcnta dubla a exponatelor. in general, 
majoritatea tatuajelor nu sunt realizate pe fa\a sau pe maini, in asa fel incat acestea puteau fi 
ascunse in vial,a de zi cu zi. in plus, inceputurile acestor trupuri ciudate, si in special in cazul 
femeilor sunt legate de povcsti ale violurilor, ale victimizarii a§ezate in contrast cu 
independent si libertatea pe care o dobandesc prin calatoriile efectuate cu circurile si banii pe 
care ii ca§tiga „tatuajele §i povcsti lc pe care le spun, vorbesc de un tip de realitate in timp ce 
ele traiesc exponent unei alteia. O asemenea dublare este deseori rolul celor care incorporeaza 
granitclc unei socictati.” 35 §i atesta gramma instabila dintre reprezentare si realitate. De aceea 
pe gigantica Claudia „lumea o considera un monstru §i un spectacol, intruparea unei fapturi 
dintr-un basin sumbru ca Fata capcaunului, cei dragi o considerau fantastica si spectaculoasa, 
creapa unui Dumnezeu milostiv si inventiv.” 36 Iar atunci cand viziteaza muzeul copiilor nascup 
prematur i§i dezvaluie vulnerabilitatea provocata de incapacitatea trupului sau derutant de a da 
nasterc unui copil. in acclasi fel, spapul american ia forma unui deja-vu pentru protagonist, 
Morecambe-ul natal este o copie miniaturala a Coney Island-ului american asa incat „Coney 


33 Sarah Hall, op. cit., p. 208 

34 Ibidem , p. 97 

35 Christine Braunberger, op. cit., p. 12 
36 Sarah Hall, op. cit., p. 180 
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Island se dovedi a fi ruda americana mai bogata §i mai trasnita a golfului Morecambe [...] 
Amandoua produceau un si ml al umorului lubric cand era vorba de nedelicatul corp uman, cu 
gazele, cxcrcsccntclc §i ganglionii sai, si amandoua recuno§teau dorinpi minpi lor curioase de 
a fi §ocata, ingrozita, amuzata §i mistificata.” 37 In consecin|a, coexistent frumuscpi si a 
devastarii, proximitatea dorita a catastroficului §i a degradarii, uratcnia §i visceralitatea lumii 
prezentate sunt aspecte ale mizerabilismului postmodern, sunt evidence ale masurii in care 
lucrurile ce compun universul sunt egale, exista fara a deranja. 

Juxtapunerea artei tatuarii in sine cu spectacolul frumuscpi monstruoase este justificata 
si de rolul tatuatorului care „era sa-i tatueze, sa-i raneasca §i sa-i sperie pupn cu brutalitatea lui 
morocanoasa si cu cerneala lui agresiva, la fel cum inghititorii de flacari, contorsionistii si 
mon§trii iti produceau un fel de neplacere la ma{e daca le dadeai cinci ccnti ca sa intri in 
parcurile de distrac|ii.” 38 Intcrvcntia tatuatorului este deosebit de importanta, iar tatuajul este o 
arta tocmai prin efortul acestuia de a infrumuscta pielea umana. Rolul tatuatorului fa|a de 
clientii sai este „sa-i imbrace in haine noi, perfecte, de comanda. Sa le dea suveniruri durabile. 
Sa le dea marcajul natural. Sa le dea un tablou cu ei §i pentru ei.” 39 Actul comunicarii dintre 
cei doi trebuie sa fie extrem de profund, suficient de apropiat pentru a intclcge motivapa din 
spatele deciziei, caracterizat de intimitatea confesiunilor celor mai adanci pentru a fi capabil 
de a empatiza cu cele mai intunecate parp ale minpi umane. Rezultatul final este intotdeauna 
o opera in al carei succes, artist si client isi poarta deopotriva responsabilitatea. Superioritatea 
acestei arte este asigurata tocmai de acordul ce se stabile§te intre cei doi, tatuatorul, spre 
deosebire de alfi arti§ti, foloscstc ca material de lucru chiar pielea umana, carnea umana devine 
panza pe care plasmuicstc crcapi artistice intr-un dialog continuu cu persoana tatuata. Prin 
lucrarile sale, tatuatorul „vazu cum daruia lumii comunicare fara compromis, cum scotea la 
iveala sinele. Cum talmacea experien^a §i identitatea in culoare si forma. Cum prindea ecoul 
unei persoane §i il grava pe el. Cum el reprezenta mainile artistice ale cclorlalp oameni, poate 
redundant in alegerea temei, dar imperativ in transmiterea ei. Aceasta era escnpi sa stranie §i 
imposibila.” 40 Legatura dintre artist §i persoana tatuata este una extrem de puternica a§a incat 
cel dintai ajunge sa se contopeasca in povestea celui de-al doilea, sa se identifice pentru a scoate 
la iveala cele mai intunecate colprri ale minpi umane. Mai mult, tatuatorul apare ca un 


37 Ibidem , pp. 183-184 

38 Ibidem , p. 244 

39 Ibidem , p. 99 

40 Ibidem , p. 151 
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„tamaduitor si reparator al trupului care porunccstc iertarea trecutului cand el devine un semn 
pe piele, ca o i spas ire” 41 deoarece durerea ranilor trecutului putea fi intimidata „cu noua durere 
provocata de instrumentele lui.” 42 inlocuind in acest fel o durere cu o alta. Tatuatorul apare sub 
forma unui cunoscator al intimitapi umane, al istoriilor personale, precum si a valorilor 
culturale §i sociale care marcheaza istoriile personale. 

Multitudinea simbolurilor alese pentru a fi inscripponate pe piele denota mutabilitatea 
forjei imaginilor de-a lungul timpului, aspect surprins pe parcursul romanului pentru a crea 
ni§te tipologii. Simbolurile prezinta extraordinara fori,a de a transmite idei fara utilizarea 
cuvintelor. Cele mai vechi §i frecvente tatuaje ilustreaza scrpi, pumnale, cranii regasite in 
special pe trupul barbaplor ca semne ale curajului, barbapci, atcmporalitapi, patriotismului si 
apartcncnpt la un grup. O alta categorie de simboluri sunt asociate sexului si dragostei 
reprezentate pe trup de femei, inimi rosii, inimi strapunse insopte de diferite nume pentru a 
inscrie pe came atat iubirea adevarata cat §i cea e§uata, dureroasa „cicatrici ale sentimentelor 
care nu se vor vindeca niciodata! Sau se vindecau prin intcrvcnpa lui, pentm ca deveneau 
secundare datorita cernelii. Pentm ca putea da durerii o forma si putea sa-i gaseasca un loc.” 43 
Un simbol aparte este reprezentat de femeia-sirena, §i acesta pictat pe trupul barbaplor si care 
„era o asociere care avea in ea ceva instinctual, primitiv, ingropat in psihicul uman.” 44 , o 
combi nape hibrida ce reduce imaginea femeii la sexualitatea sa dovedind faptul ca „barbapi 
erau inca hipnotizap realmente de femei, obscdap de definirea lor si de difcrcnpcrca lor §i ca 
el nu facea altceva cu acul §i cerneala decat sa consemneze istoria sexului feminin prin viziunea 
simbolica a unei alte specii.” 45 tradand conceptiile de dominare patriarhala. Tatuajele pe 
tmpurile femeilor se circumscriu eforturilor de a infrunta acceptabilitatea culturala, §i ele sunt 
prezentate in cadrul spectacolelor de ciudati ca „inspaimantatoare, hiper-sexualizate, bizare, 
ameninl,atoare, excesive, si dificil de citit, cu alte cuvinte monstruoase” 46 Mulp critici (Judith 
Butler, Mary Ann Doane, Mary Russo) atribuie spectacolului un potential rezistiv, opinii 
justificate prin tcndinta acestora de a perturba norme de gen acceptate. Femeia ca spectacol sau 
cea care produce spectacol se angajeaza intr-o curajoasa mi§care de transgresare prin adaptarea 
discursurilor dominante care le constrang. Daca initial, tatuajele lor spun pove§ti ale violurilor, 


41 Ibidem , p. 261 

42 Ibidem , p. 261 

43 Ibidem, p. 149 

44 Ibidem , p . 165 

45 Ibidem , p. 167 

46 Christine Braunberger, op. cit., p. 18 
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ale captivitapi si pcrsccupci, ochii pictati pe trupul lui Grace apar ca o schimbare a discursului, 
o inversare a paradigmei privirii. Ipostaza de obiect al privirii este rastumata pentru o 
identificare cu privitorul, intorcand privirea acestuia care este transformat in obiect, o parodiere 
a privirii barbatului. Concomitent, femeia este subiect §i obiect ingloband exhibiponismul si 
voyeurismul. Tatuajele sunt astfel reprezentari semiotice ale individului si culturii de care este 
afectat §i asupra careia incearca sa opereze modificari. 

Spectacolul ciudatcniilor §i arta tatuarii au in vedere corporalitatea, estetica trupului 
care se largestc pentru a face loc frumuscpi monstruoase. Tatuarea considerate un act 
individual, cultural §i social ce aparpnc exclusiv vointyi personale prezinta un potential 
deosebit in teoria structurarii prin capacitatea sa de a modifica atitudini, comportamente, 
prcjudccap §i conccppi. La nivel individual, pielea tatuata ofera informapi si desfasoara 
alternative ale sinelui fiind parte integranta a kitului identitar. Spectacolul pielii si al 
monstruozitapi este completat de aspecte ale nationalitapi, prin multitudinea imigranplor, 
postura caracteristica protagonistului §i a lui Grace, care complied problematica monstrului 
postmodern. Ambipa corpului monstruos nu este de stabilizare a celuilalt ci de chestionare a 
raporturilor binare eu - celalalt, nativ - strain, femeie - barbat. 
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Abstract: The structure of his poems and themes tackled by Aurel Gurghianu in his creations prove the 
lyrical poet modern spirit of innovation and its willingness in Romanian poetry. His poetry has cryptic 
language based on allegories and symbols, it has a simple, short exposure followed by a dialogue with 
replicas which added a ritual of resurrection and rebirth aggrandizement. The irreversibility of time 
it's not creating anguished for the poet like the symbolist poetry, it is accepted serenely over time and 
assumed by poet. 

Keywords: innovation, willingness, cryptic language, allegories, symbol. 


Din punct de vedere al organizarii interne, poezia lui Aurel Gurghianu, cea anterioara 
volumelor Poarta cu sage{i §i Temperatura cuvintelor pornea de la un principiu muzical- 
simfonic, o melodicitate aparte asociindu-§i elemente asemenea ori consonante: rezultatul era 
o incantapc verbala. Dupa numerosi poeti cand vulcanici cand sentimentali, Aurel Gurghianu 
poarta amprenta nazuintelor de recuperare prin arta a fiintei de sub influenta agresiva a istoriei 
si de reasezare a ei in miezul universului. Putem numi trei volume de poezie ale poetului care 
indica (ixarca definitive a sa intr-un loc de frunte al poeziei romane contemporane. Aceste trei 
volume sunt: Orele si umbra (1980), Numarati caii amurgului (1982) si Diagnostical strazii 
(1985). Putem remarca faptul ca inceputurile lui Aurel Gurghianu in universul liric sunt 
marcate de primul volum, Drumuri, care are un titlu sugestiv pentru viitoarea cariera in 
ascensiune a poetului. Acest „drum” a insemnat dorinta de a identifica noi formule lirice, de a 
patrunde pe un teritoriu necunoscut. Cele trei volume de poezie aparute in anii optzecismului 
demonstreaza faptul ca Aurel Gurghianu a atins performance necunoscute pana atunci pentru 
ca esenta poeziilor din cele trei volume deschide largi ferestre spre poezia viitorului. Totodata 
putem spune ca poezia ultimelor decenii ale secolului al XX-lea ii datoreaza foarte multe 
ardeleanului Aurel Gurghianu. 
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Spre exemplu, poezia Intre lanuri 1 ilustreaza o atmosfera linistita, specified liricii lui 
Gurghianu, centrata in jurul a doua motive: ielele si lanurile. Primul motiv se refera la 
cunoscutele fapturi supranaturale numite Iele, „zane ale vazduhului silvic si campestru, care ii 
urasc pe crestini intrucat tatal lor, Rusalini- imparat a imbratisat crestinismul” 2 . A1 doilea 
motiv, motivul lanurilor putem spune ca este in antiteza cu primul deoarece simbolizeaza 
bogatie, fecunditate, belsug, antitetice cu raul si intunericul sugerate de iele. Lanurile sunt 
numite „superbe” iar ielele nu apar in acest cadru natural deoarece nu pot fi identificate exact 
de poet, sunt asteptate, amintite dar nu si prezente. Acest motiv al ielelor mai poate fi identificat 
si intr-o alta creatie lirica a lui Aurel Gurghianu intitulata sugestiv Ielele 3 ilustreaza pasiunea 
lui Gurghianu pentru gandirea de esenta folclorica. Doua sunt fortele contrarii care se 
confrunta, Ielele agresive „ cu bricegele deschise” - semn al unei mari degradari morale- si, de 
cealalta parte, pasarea loan reprezentand forta spiritului, a cuvantului, a profetiei, in stare sa 
arda chiar si ierburile. loan nu poate fi altul decat autorul Apocalipsei care este alesul revelatiei 
din insulele Patmos, propovaduitorul Logosului. 

Gasim deseori, in opera lui Gurghianu, destule asemenea personaje stranii, uneori 
aparent inocente, alteori chiar demonice, care vor, parca, sa ne amintim ca traim necontenit 
intr-o lume de mari contraste. Observam ca nu avem de-a face cu o simpla portetizare, ci cu o 
stiinG proprie lui Aurel Gurghianu, la limita dintre real §i fantastic. Poezia are un limbaj criptic 
bazat pe alegorii si simboluri, asemenea cartii vizate. Are o structura simpla, o expunere scurta 
in ton biblic, urmata de un dialog, cu replici care insereaza un ritual de preamarire a invierii si 
renasterii. Poezia i-a fost dedicata lui loan Alexandru, amintit de scriitor si in tabletele sale, 
fost colaborator al revistei Steaua, putem spune ca acest poem este o aluzie la poezia 
soteriologica a lui loan Alexandru. 

Putem spune ca autorul observa oameni §i lucruri, insa el nu ramane doar la o simpla 
percepere a lor; privirea sa ii scoate din anonimat, le transmite, am putea spune, sensibilitapi. 
Dupa volumul „Caren(ii de seara”, poetul pare pupn obosit in ceea ce priveste crcapilc sale 
lirice, pentru ca lirica trece intr-un plan secund. Instrainarea lirismului in proza foiletonista, 
publicata intre timp, nu inseamna epuizarea scnsibilitapi poetului. Gurghianu releva o 
sensibilitate §i in crcatiile epice, unde da dovada de un surprinzator gust al aventurii. 


1 Aurel Gurghianu, Biografii sentimentale, Editura Tineretului, 1978, p.82 

2 Cf. Romulus Vulcanescu, Mitologie romana, Bucuresti, 1987, p. 428 

3 Aurel Gurghianu, Orele si umbra, Editura Eminescu, Bucuresti, 1980, p.27 
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in crcapa lui Aurel Gurghianu din Lini§tea creafiei §i Strada vintului, reprezinta un 
moment ce marcheaza posibilitatea previziunii atitudinii lirice din Poarta cu sagefi si 
Temperatura cuvintelor. Se observa o mai mare tensiune, sondarea zonelor nelineare, ale 
subteranului plin de simboluri, diversificarea emopilor, farmecul evenimentelor ori lucrurilor 
inedite, voluptatea solitudinii. Poetul peregrineaza intr-un spa|iu de unde extrage o simbolica 
aparte, generata, de diversitatea spirituals ori mozaicul plastic. Biografiile sentimentale 
contureaza mai exact o interiorizare a poeziei, abstragerea crcapci lirice spre individ. Este un 
mod de atingere mai directa, mai discreta a esenjei poeziei. Cind nu se aluneca prea mult in 
simple comunicari sentimentale, „biografiile" raman in zona adevaratei poezii, poetul traindu- 
§i §i liric varstele. 

in volumul Orele si umbra 4 5 poetul surprinde un joe dramatic al orelor si al umbrelor. 
in poezia Clipe 5 ne sunt prezentate doua imagini oximoronice: imaginile vechi si imaginile 
noi: „galben pamant”, „degetul mortii”, „inima ce nu intra in somn decit o singura data”. 
Pamantul galben amintit in aceasta poezie este o aluzie la rapele galbene iar culoarea galbena 
sugereaza o stare depresiva, bolnavicioasa. in Conclavul calotelor, poetul plasmuieste o 
confuzie dorita intre oameni si necuvantatoare, animate si inanimate. In aceasta poezie 
Gurghianu accentueaza un sentiment care provoaca o devastatoare dezordine in lumea reala la 
care el participa ca simplu spectator dorind parca sa-si accentueze neputinta in situatiile 
conflictuale din lumea reala. In locul luminii, poetul prefera, acum, un alt mediu: „imi place 
noaptea/ caci e atleta nebunilor/ si sare peste traverse/ c-o grenada de aur in dinti” iar in acest 
spatiu al noptii apar, in locul personajelor pitoresti de altadata umbre incerte si umbre certe: 
„Umbra cuiva trece pe langa zid (...) O fata pr langa o poarta noaptea/ Pare un imens fluture”. 
Nemaintalnit in poeziile sale, pana la publicarea volumului Orele si umbra este morbidul 
„Noaptea, cand e negura/ ti s-arata prin somn,/ vine la usa- si-apasa cu mainile moarte/ pe 
sonerie”. Toate aceste elemente sunt intr-o cautare continua, asemeni Batranului maturator care 
„asteapta sa-i cada in dreptul maturii o stea” . Maladii si suferinte, cunoscute si necunoscute, 
bantuiesc abia perceptibil universul poetului. O alta imagine morbida este vazuta din unghiul 
de vedere al poetului, el vede „mari gramezi de crini fortificati”. 

Urmatorul volum de poezie, Numarati caii amurgului 6 este scris sub aceeasi zodie a 
umbrelor ca si volumul anterior. Poetul capteaza atentia cititorului in directii vechi si noi 


4 idem 

5 Ibidem p.6 

6 Aurel Gurghianu, Numarati caii amurgului, Cartea Romaneasca, Bucuresti, 1972 
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reusind astfel sa surprinda noi scmnificatii. Sentimentul extinctiei greu de reprimat, imagini 
din biografia proprie, imaginea ciotidianului atenuata de un val al fantasticului, lumea 
contrastelor. Cotidianul intra masiv in poem impreuna cu fiinta vulnerabila si cu multitudinea 
de framantari. De pilda, in poezia Fragment citadin 7 poetul ne ofera o imagine nu tocmai 
pozitiva dar nici negativa total a realitatii cotidiene in care traieste:„Ajuns sus in cladire./ Ferind 
femei cu picioare umflate./ Batrani cu astm, spre biroul de pensii./ Cetateni care urea la 
ADAS./ necesitatile lumii moderne./ Putin alcool...” Minutiozitatea cu care ne sunt transmise 
aceste imagini specifice societatii in care traieste poetul denota faptul ca Aurel Gurghianu 
stapaneste tehnica detaliului, utilizata mai intai de Calinescu, atat de necesara pentru crearea 
imaginii dorite si transmiterea cu exactitate, catre cititor, a contextului cat si a sentimentelor 
percepute de poet, in acest volum identificam doua teme care predomina de la inceput pana la 
sfarsit: timpul si erotica, in poeziile din acest volum, Gurghianu transpune timpul in 
sentimente, elemente sau fapte. Ireversibilitatea timpului nu-i creeaza angoase poetului, 
precum in lirica simbolista, este acceptata trecerea timpului si asumata cu seninatate de catre 
poet. Expresivitatea imaginilor reuseste sa mascheze drama iscata de sentimentul apropiatei 
treceri iar perceptia pozitiva a tempora mutantur ne dovedeste seninatatea cu care trateaza 
poetul trecerea timpului: „aud cum se rup norii/ cum creste oul in pasari/ cum fierul 
imbatraneste, cum se-negreste tarana - / aud cum asuda oglinda,/ cum masca-si toceste surasul,/ 
cum ochiul isi schimba culoarea, cum parul se face de iarba -/ aud cum se-ntinde girafa/ sa ne 
pasca putin”. 8 O alta componenta semnificativa, in acest volum, o constituie memoria, de care 
s-au lipit imagini pline cu semnificatii din perioada copilariei petrecuta in satul Iclanzel. Acea 
perioada ii ofera poetului teme de meditatie. Semintele, intr-o necuprinsa diversitate, vor sa 
simta sensul vietii, urmarea suflarii divine de la inceputuri pana la sfarsit, asupra a tot ce e viu. 
Poetul o numeste „durerea de-a creste murind”, un joe de cuvinte cu tenta filosofica prin care 
poate fi delinita existenta umana. Strada, forfota, orasul sau agitatia bulevardelor par a fi cu 
oglinzi, asemenea unui obiectiv fo to grade care cauta imaginea perfecta intr-o imperfectiune 
delinita in stilu-i caracteristic. 

Aurel Gurghianu este diagnosticianul strazilor pe care le evoca in creatiile sale; chiar si 
linistea suspecta este examinata de poet: „Nimic nu se-aude/ doar pietrele vechii cetati/ cum se 
crapa si cad./ O pasare trista/ se zbate sa scape din spini/ aproape goala de pene” 9 in acelasi 


7 Idem, p.66 

8 Ibidem p.91 

9 Aurel Gurghianu, Diagnosticul strdzii, Editura Dacia, Cluj-Napoca, 1985, p. 87 
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timp identificam o imagine apocaliptica a dezmembrarii Cetatii iar dezolarea acestei ipotetice 
prabusiri este accentuata de pasarea trista care incearca sa gaseasca o scapare din fata 
inefabilului. Poetul analizeaza profunzimile, dincolo de ceea ce percepe ochiul; realitatea 
devine mai acuta, mai viguroasa in text decat in fata ochilor pentru ca imaginea operei de arta 
surprinde si nuante si linii pe care ochiul nu le poate inregistra. Irina Petras afirma ca „Poezia 
lui Aurel Gurghianu este o rasfrangere melodica, discret tulburata de asonante, a existensei 
diume, un echilibru liric intre cuprins si necuprins, intre tot si parte”. 10 

Poemul Urmele este strabatut de un discret fior metafizic, asociat presentimentului 
stingerii inevitabile, iminenta mortii. Din tot timpul pe care omul ll traverseaza, ramane in final 
o tesatura de urme, fixate pe materia sensibila a memoriei. Trasate pe acest pergament 
neperisabil, s-ar parea ca asupra lor nu mai poate actiona nimic. Este insa o aparenta, urmele 
incep sa devina difuze, intrucat se asaza ca o zapada calda, odihnitoare, peste certitudini si 
incertitudini, peste ziduri daramate si nedaramate, peste picatura de fericire si, deopotriva, peste 
marea de amar. Sub aceasta imagine, memoria este acoperita in asemenea masura incat, in 
unele momente nu mai poti distinge esentialul de neesential. Indoielile sufletului pot avea 
efecte tragice in constiinta. Apare impresia izgonirii din propria lucrare, din propria viata iar 
cautarea unui punct de sprijin salvator in propriul trecut devine o adevarata provocare. Peste 
aceste nelinisti dramatice de indoieli, de instanta suprema a constiintei sub agresiunea uitarii 
apar aceleasi maini vindecatoare „din nevazut’Unuele marcheaza aspiratiile omului care trece 
pentru a se descoperi pe sine insa fara sa reuseasca pe deplin. 

Intr-un studiu critic, Dumitru Micu il vede pe Aurel Gurghianu altfel, il percepe ca fund 
romantic, alura transpusa in stari de spirit si privelisti provinciale citadine care ar putea avea 
ecouri de simbolism romanesc de inspiratie moldava: „Pana la Temperatura cuvintelor (1972), 
Aurel Gurghianu romantizeaza stari de spirit si privelisti provinciale citadine de categoria celor 
din simbolismul romanesc de inspiratie moldava. Cu acest volum, el a luat-o, surprinzator, pe 
o cale opusa, cultivand expresia amuzicala, complet desentimentalizata, dand o poezie de pura 
notatie (sumara, laconica, adesea abstrusa), cu situatii din sfera cotidianului, dar bizare, incerte, 
eteroclite, absurde, de discontinuitati, asocieri ilogice, vorbire in doi peri. Multe poeme par mai 
curand bruioane, insemnari ale autorului pentru propriul uz, schite de mesaje fara destinatar.” * 11 
Pana la apritia volumelor Poarta cu sageti si Temperatura cuvintelor, poezia lui Gurghianu se 

10 Irina Petras, Literature romana contemporana. Opanorama, Ideea Europeana, Bucuresti, 2008, p.453 

11 Dumitru Micu, Literature romana in secolul alXX-lea, Editura Fundatiei Culturale Romane, Bucuresti, 2000, 
p.175 
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definea ca o incanta^ie verbala sau o construe^ descriptiva ridicata pe un fundal dramatic 
presupus §i estompat. Ulterior ea s-a decis la totala luciditate a sufcrintci inCeleasa si practicata 
ca o culme a participarii, ca proba de foe a autenticitapi acestei participari. Gestul sau poetic 
nu consta nici in redescoperirea tradifiei, nici in eliberarea versului de chingile expresiei 
impersonale, ci in presentimentul acut al inaintarii prin jertfa. Astazi, poezia lui ne apare in- 
fiorata de con§tiin|a lucida a degradarii treptate a idealului in real (Moartea caprioarei), 
mergand, pe alocuri, pana la a fi coplesita de teroarea cxistcntiala; si totu§i, aceasta linie aparent 
descendenta i§i afla nu atat compensate cat solupc pozitiva in la fel de acuta con^tiinta a 
victoriei poeziei, ca simbol al disponibilitatilor umane. 

Si totu§i, aceasta experien|a, compensate prin ulterioara victorie a poeziei, mai mult 
decat o sursa de influenza, ramane, pentru adevarata linie valorica a versului nostru, un simplu 
si profimd totodata exemplu singular. Asumarea perspective! dramatice in poezie nu poate fi 
un gest de mimetism; ori, daca este, nu poate insemna altceva decat goala imitape. Asumarea 
unei astfel de perspective in poezie presupune, conditional cu necesitate, un act de experience 
personala. Nici chiar implicapile artificialului ca, de exemplu, intr-o poezie de profund 
dramatism cum este cea a lui Mircea Ivanescu, nu contrazice aceasta cerinCa organica; versul 
lui agitat transcrie ravagiile suferintei inchipuite, dar imaginatia insa§i este un eveniment 
sufletesc rascolitor §i autoritar, care egaleaza, in intensitate si amploare, orice drama traita. 
Tema poeticii lui Gurghianu este autoritara, este legatura cu spa^iul originar, in con<piint,a 
deplina a dilatarii de semnilicatic de la acasa la cetate si apoi la oras, orasul reflectand, pentru 
poet, realitatea umana cea mai profunda. 

„Lirica noastra contemporana, cum este natural, nu se poate departa, in confruntarea ei 
cu universul problematic al cotidianului, de la dirccpa generala a soluU i lor traditionalc, ale 
caror puncte principale le-am remarcat si care ar mai trebui completate cu enumerarea unor 
pocp precum Ion Pillat, Adrian Maniu, V. Voiculescu, B. Fundoianu, apoi Aron Cotru§, Mihai 
Beniuc sau Aurel Gurghianu precum §i numero§i alpi din aceea§i familie de spirite. In cadrul 
ei, poezia lui Aurel Gurghianu se distinge prin cea mai pregnanta si incarcata de semnificaCii 
deta§are a motivului. Venit din universul cimpiei muresene, dintr-o spi|a de ancestrala 
ascenden|a tarancasca, autorul Zilelor care cinta anuleaza rapid iluzia compartimentarii 
regionaliste a liricii noastre: cintecul sau este grav §i sobru, asemeni cintecului unui ardelean; 
de fapt, este expresia unei lumi tarancsti, constituite din mare vechime, ajunsa la stadiul fixarii 
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unor rela^ii §i caracteristice in permanence cu aspect de severa noble^e.” 12 Viziunea poetica a 
lui Aurel Gurghianu nu poate fi interpretata pe o linie unica. Asemeni marii Poezii, ea rasuna 
de ecouri §i sugestii. Aurel Gurghianu, este dincolo de filozofare, dincolo de evocare, de 
plasticizare, acel ceva misterios care tulbura uneori sintaxa, motiv pentru care il putem incadra 
in poezia moderna, aducand chiar ncintclcsul, dar nu ca pe un factor negativ, cu semnul minus, 
ci ca un participant activ, oficiind comunicare, a§a cum aceasta melancolie este nascuta din 
lauda pcrfcctiunii: Printre cladiri mai vechi,/ trecea poetul zilnic/ spre locul de munca./ Se 
simCea ocrotit:/ in stanga zidul din Evul de mijloc,/ in dreapta batranele case,/ in fa^a lui la 
distant iara§i un zid./ Nu cauta la cele din jur. 13 

Faptul ca poezii unei epoci se incadreaza in schema simpla ori mai complicate a unui 
tablou tipologic este cat se poate de firesc. Actul critic preocupat doar de geografia acestui 
tablou ramane la aspectele de suprafa|a ale fenomenului poetic; o coborare spre adancuri 
presupune asocierea unor alte puncte de vedere §i, implicit, a unei metodologii diversificate. O 
directic a poeziei noastre contemporane se distinge cu evident si prin contrast pe linia unei 
invested de incredere in virtufilc expresiei directe; aceasta atitudine presupune, desigur, luarea 
in considerare, pe alte trepte calitative si in alt coeficient, a problemei realului. 

Cea mai insemnata calitate a poetului corespunde unei rare prcdispozipi, de transcriere 
lirica : vocapa naratiunii. Aurel Gurghianu ar fi vrut sa fie dintotdeauna un povestitor in ritm 
poetic, considerand ca totul pe lume este o poveste, chiar si propria sa existence : „Ar fi in firea 
lucrurilor sa vorbim : / dar ce sa vorbim / E o simpla Poveste, / iar anii mei sint acuma 50 !" Pe 
aceasta crcdinta, cuvintele insele se separa de sensurile incatu§ate §i traiesc liber, se regasesc 
intr-o meditape sonora. Exista in acest sens o arta poetica, a doua §i ultima, pe care, in marele 
sau secret, o semneaza : „Mintuit de cuvinte, / nu le mai caut sensul; / ,..cu cuvinte ca ale 
noastre.., / (§i cu virgule, poate!) / Mai Marele mi-a soptit / ca multe se pot inthnpla." In 
consccinG, nu se mai teme sa noteze pur si simplu fragmente de memorie, intamplari, cu un 
„profesor" sau cu o fata dela fara, sau cu o umbrela neagra §i cu una roz, universul necenzurat 
al cuvintelor. La urma urmelor, in orice povestire nu conteaza atat miezul faptic al lucrurilor, 
cat „duhul” spunerii ce poate ajunge fara ingrijorare la o stare ludica. Ludica se §i numcstc un 
poem, in care nu se petrece nimic, dar se consuma o respiratic a vorbei: „Oare Aztecii purtau 
catalige / sau cineva de la Meiomar ? / Scoatcti batistele / si le rasucip / in forma de pilnie." La 


12 Mircea Tomus, Istorie literara sipoezie, Editura Facia, 1984, p. 171 

13 Ibidem p.71 
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fel de inutil ar (i sa se caute cheia unei! ( Criptograme) ; „Binecuvintat pistil al intoarcerii / in 
vara ! / Fara tine sufera / musca / (si gindul meu obosit) / pe creanga / arborelui aproape uscat." 
Cu aceasta bucuria ascunderii este definitiva.” Cu ea revine pe strazi, in cintec : „Gaudeamus / 
se-aude pe strazi. / Cuvinte latine / striga / §i conjugari / de care nu-§i dau seama, / sori galbeni 
/ bolnavi de Istorie... // Poeme de noapte..." Eliberat poetul Tsi deseneaza un autoportret in Acest 
ora§, in pragul implinirilor, atatea cate i-au fost date printre frustrari si aminari voluntare : „0, 
parcuri / in care iubirile mele au cintat / ca privighetorile oarbe, / am vrut sa devin pentru voi / 
arlechinul stimbindu-se / pe dupa copaci. / Strazile imi cunosc trena de umbra. / . Pleoapele 
nocturne ale caselor / §optesc in urma mea: / — Aici i(i vei sfir§i destinul, poete, / vechi pircalab 
/ ce por|i cu tine, cheia Ceta(ii!" 

Simfonia strazii continua in Orele §i umbra (Editura Eminescu, 1980). Dar strada 
incepe sa primeasca semnifica(ii noi, din sfera complexa a timpului. Nu intamplator poetul 
impinge ora plimbarilor spre seara si intuneric, Jocuri de constclapi iau locul umbrelor 
cotidiene, iar ceea ce se mai intampla la nivelul strazii se adanccstc in intunecimi. Fara nici o 
spaima parcurge medii halucinante, ascutjndu-si sim|urile ; „Noaptea, scincetul vintului / Vine 
de nu prea departe, / Se culca pe geamuri, / Pe zidul din spatele casei. / Scutura conuri de brad 
/ §i apa le duce la vale / Uitindu-le apoi intr-un mii, / Colcaind de fosfap”. Aurel Gurghianu 
nu mai are insa rabdarea sa urmareasca indelung scenele strazii. Pe de-o parte incepe sa se 
retraga tot mai des in,, casa”, pe de alta parte naratiunca, tot mai ispititoare dupa succesul din 
Terasa, jurnalul sau zilnic, il obliga la largirea spapului de meditapc. Sistemul de relapi, adesea 
culte, il face sa inregistreze mai in fuga imaginile care mai demult il opreau in loc. Realizeaza 
un film mai complicat, cu maturatori, cu pietoni ciudatj, intarziati §i rataci|i, cu baruri si ca- 
fenele pustii. 

Sugestia si simbolul, luand locul uimirilor retorice §i constatarilor din unele poezii ale 
primului volum, se dovedesc mult mai eficiente, prin funcpa lor estetica. Succesele si 
perspectivele cosmonauticii, de pilda (tema la ordinea zilei, pe atunci), lumineaza mai adecvat 
semnifica(ia, prin simpla notare a unor reac(ii mute (Batrinul), decat prin cea mai con§tiincioasa 
naratic, fie ea §i punctata de asa-zisc intcrvcnpi lirice. Rezerva descifrata in ochii batranului, 
ce prive§te luna „cu religiozitatea prorocilor”, gata sa se descopere in fa(a ei, „cui se 
descopereau poctji popoarelor stravechi”, alaturi de acele „tresariri ciudate” din privirile 
nepotului, mai putin prietenos cu traditia, amplifica, in dimensiunile largi ale lirismului 
contemporan, valorile simbolice ale faptului relatat. 
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INFLUENCES OF THE FOLKLORE NOVEL ON THE CONSTRUCTION OF 
THE PROTAGONIST OF MANOIL BY DIMITRIE BOLINTINEANU 
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Abstract: The epistolary novel formula, which Bolintineanu employs, walking in Goethe’s steps, is 
correlated in Manoil with the narrative strategies, the character types and the themes presented by the 
many dime novels written after 1848. The present analysis of these aspects also considers the way in 
which the autobiographic contamination redesigns the main character in point of the hybridisation of 
the literary prose of the time with the authenticity/honesty criterion specific to the Romantic literary 
discourse. 

Keywords: dime novel, literary character, narrative strategy, authenticity 


Dupa cum se stie, intre romanul popular si cel elevat exista atat diferente, cat si 
similitudini: cel dintai poate contine documente de viata, pe cand celalalt selecteaza 
romanescul. Unul e burghez, cultiva mediile ora§ene§ti sau periferice; celalalt elogiaza viata la 
tara si se consacra eroticii, pasiunilor, analizei sufletului individual §i solitar. Misterele din 
Bucureyti ale lui loan M. Bujoreanu sunt relevante pentru prima categorie, Manoil §i Elena, de 
Dimitrie Bolintineanu pentru a doua. Teza sociala e prezenta in ambele. In Manoil , 
Bolintineanu isi deconspira teoriile politice, ca Gr. H. Grandea in Vlasia sau ciocoii noi, ca si 
opiniile sale si ale clasei de care apartine despre literatura. Evocarea vietii idilice de la tara, 
unde traditiile sunt nealterate de influence straine, in antiteza cu starea deplorabila a orasului, 
unde oamenii isi cultiva inclinarile vicioase, jocurile de carti, betia, coruptia e o tema predilecta 
in epoca, prezenta si la Bolintineanu. La fel si condamnarea tinerimii, care isi iroseste energiile 
in activitati mondene, inutile - care se intalneste si in Don Juanii de Bucuresti de Radu Ionescu. 
Rezulta de aici inclinatia primilor nostri romancieri spre observatie sociala si senzational. in 
comparatie cu autorii tradusi, Balzac, Hugo, Goethe etc., romanele autohtone poarta amprenta 
pionieratului, fiind dominate in clisee si stangacii. Romanul popular al secolului al XlX-lea se 
bazeaza pe faptul ca de fiecare data incearca sa-si multumeasca cititorii, e interminabil, cu 
caracter improvizat, aduce rareori lucruri noi, preferand sa combine abil pe cele deja stiutc 
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cititorului si intretinand astfel un reflex vechi de lectura. Romanul popular stoarce pana la refuz 
biografiilc personajelor §i potentialul epic al faptelor. Pentru a intretine vie flacara unei 
inventivitati de cateva decenii, romancierul trebuie sa-§i recruteze eroii si dramele din mai 
multe medii sociale, sa diversifice planurile, sa complice intriga. 

Ca roman de mistere, Manoil imprumuta, in a doua sa parte, tehnicile naratiunilor 
similare din literaturile occidental-europene, care apelau la anchete sociale si la peripetii 
palpitante: Paul Feval, Misterele inchizitiei, Misterele casatoriei, Misterele Londrei, Eugene 
Sue, Misterele Parisului. 

Aparut in 1855, romanul lui Bolintineanu este, la fel ca Suferintele tdndrului Werther 
al lui Goethe, un roman epistolar (pe care eroul principal le adreseaza unui prieten, un anume 
domn B.) - intaiul roman epistolar §i sentimental din literatura noastra. Goethe e mentionat 
explicit in roman: „Cum o vazui, facui planul de a mi-o face metresa. Am inteles ca ea nu are 
sangele rece al Sarlotei lui Werter, ce plinta curechi, nici virtutea corneliei, caria i se rosese 
degetele torcand la lana”. 1 „Personajul principal e fiul unui boicrnas fara blazon, sarac (chiar 
daca nu de tot) si pe deasupra poet. Exaltarea de care e stapanit, cand incepe sa scrie prietenului 
sau, si-o explica singur prin trei hnprejurari: farmecul naturii, societatea feminina §i bucuriile 
vietii de familie pe care, ca orfan, nu le incercase - «...eu nu cunosteam ce fericire gusta acela 
care are o familie, pan-a nu ma naste, moartea a secerat pe tatal meu; pan-a nu cunoaste lumea, 
maica-mea s-a dus dupa tatal meu; am trait si am crescut pan la varsta aceasta, strain ca un 
copil picat din luna.» Ca povestire, Manoil imprumuta, la nivel formal si nu numai, din 
romanele epoch, fie ele populare sau elevate. Recunoastem, cel putin in ceea ce priveste stilul 
epistolar, modelul Noii Eloise, a lui Jean Jacques Rousseau, dar si pe cel goethian al tanarului 
Werther, modelul Rene, al lui Chateaubriand, dar si influente din romanele doamnei de Stael, 
sau din Misterele Parisului, al lui Eugene Sue, respectiv Misterele Londrei, al lui Paul Feval. 
Particularitatile care vin din tot atatea directii diferite isi pun accentul atat la nivelul naratiunii 
cat si in ceea ce priveste constructia personajelor.” 2 Dupa cum afirma tot Manolescu 3 , romanul 
sentimental, urmand modelul popular, isi izoleaza protagonistii - „Pe cat de agitat §i de populat 
e romanul senzational, care cauta dinadins mediile ora^cnesti, metropola, pe atat de aristocratic- 
retras este romanul sentimental, preferand viata la mosic, excursiunile §i vanatorile. Caci unui 
din orgoliile eroului sau e de a socoti de§arta lupta pentru existenta, in infatisarilc ei comune si 

1 Dimitrie Bolintineanu, Manoil. Elena, Ed. Minerva, Bucure^ti, 1988, p. 55 

2 Nicolae Manolescu, Area lui Noe, vol. I, Ed. Minerva, Bucure§ti, 1980, p. 83 

3 Nicolae Manolescu, Area lui Noe, vol. I, Ed. Minerva, Bucure§ti, 1980 
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care 1-ar sili sa se adune cu altii intru atingerea scopului” 4 . Manoil este un erou romantic tipic 
pentru romanul sentimental, inrudit cu novella veche: tanarul prefera natura §i compania 
elevata a femeilor. „Este un suflet pur, cinstit, fire sensibila, banuitoare, inclinata catre 
melancolie si pesimism, avand fata de Werther si Rene ascendentul unui patriotism ardent (in 
prima parte a romanului!) Manoil are convingerea lui Rousseau ca civilizatia si cultura au 
corupt omul si 1-au facut nefericit.” 5 De aceea condamna simbolic cartile si seninatatea 
oamenilor simple. „0, cartile, iata inceputul durerilor meleL.cum as fi voit sa fiu muncitor de 
aceeia care isi tree viata in simplicitate si nu se comunica cu cugetarile altora!”../' Se 
indragosteste de Marioara, care il insala. Deceptionat, pleaca la studii in strainatate, unde duce 
o viata de desfrau, intorcandu-se complet schimbat. Tanarul onest, visator, patriot, a disparut, 
lasand loc unui cinic si corupt, ale carui fapte se reflecta corespunzator dimensiunii etice 
explicite a romanului, in confesiunea lui Alexandru C., tanarul in antiteza cu care Manoil se 
defineste: „Oamenii sunt rai, daca m-oi asemana lor oi merge inainte. Iar ei imi vor intinde 
mana de nu, ma vor zdrobi. ...Ma facui ca ceilalti. Atunci veni randul meu. Oamenii ma 
inselara, ii inselai si eu; ma dispretuira, ii dispretuii si eu. Ce necuviinta vezi in asta? M-am 
razbunat! Razbunarea este singura dreptate pe pamant. ” 7 

in romanul sentimental, rangul aristocratic are o important majora. Ca urmare, 
dispretuitoare, Marioara spune despre protagonist: „Manoil! un om care nu Stic a face decat 
versuri si care nu are alta decat poezia! Care nu este pe potriva mea, nici dupa raportul 
nobilimei, nici dupa raportul bogatiei’’ 8 . Personajului principal ii repugna comportamentul 
imoral si inuman al lui Alexandru C. - abuzurile sale §i pentru cruzimea cu care isi 
dczmo^tcncstc surorile, trimitandu-le la manastire, insa, pe de alta parte, in urma dezamagirilor 
suferite in dragoste, se metamorfozeaza in partea a doua a romanului, chiar in Alexandru. 
Bolintineanu a vrut, de fapt, sa satirizeze influenta nefasta a femeii in viata romanticului erou, 
insa metamorfoza aceasta poate fi interpretata si ca un semn de parvenitism - „in literatura 
secolului trecut, parvenirea imbraca de obicei doua forme: a aspiratiei de contopire cu lumea 
dorita si a orgoliului plebeu: Balzac ramane specialistul in cea dintai, Stendhal, in cea de a 
doua. Dinu Paturica fiind, din acest punct de vedere, balzacian, personajul puerilului roman al 
lui Bolintineanu se comporta la inceput cu orgoliu stendhalian: al poetului. Nu se lasa lesne 


4 

5 

6 

7 

8 


Ibidem, p 84 
Ibidem, p.84 

Dimitrie Bolintineanu, Manoil. Elena, Ed. Minerva, Bucure^ti, 1988, 
Ibidem, p. 16 

Dimitrie Bolintineanu, Manoil. Elena, Ed. Minerva, Bucure^ti, 1988, 


p.39 

p.32 
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asimilat. Are identitate precisa in lumea pe care o frecventeaza. Ulterior insa, fara multe 
fasoane, imita pe Alexandru in conceptie si in fapte, semanand bine cu orice "declasat" 
balzacian” 9 . Dupa cum spune Ioana Dragan 10 , Manoil e acel Erou din romanele populare, 
aureloat, izgonit din societate, pe care o recucereste apoi dublu, capatand atribute precum 
invulnerabilitate si capacitate de metamorfozare. In plus, la fel ca in romanele populare, 
personajele feminine sunt liniare iar eroul negativ e pedepsit exemplar in final: Alexandru se 
sinucide. 

Pe de alta parte, trebuie mentionatc marcile realismului de tip balzacian - personajele 
sunt prezentate, la inceputul romanului, intr-o scena a salonului, pentru a-i da posibilitatea 
scriitorului sa le prezinte pe rand, respectand tipologiile epocii. Acum sunt caracterizate 
femeile din Manoil, tipologiile apartin romantismului minor: Smarandil.a — o frumusele 
rara, dar seamana cu o floare ce in diminea|a vicl,ci sale se inclina melancolica! ... un suflet plin 
de blandcta, o intcligcnta superioara; multe cuno§tin|e, mai ales pentru o dama din timpul §i 
din |ara noastra!”; Zoe - nepoata Smaranditci - „o copila de cincisprezece anisori; chipul 
matusc-sci, dar stralucitor de fragezime. Ai asemana-o cu un bobocel de roza pe care fluturii 
inca nu-1 baga in seama; plina de spirit si de inima ...”; „Marioara - prietena a Smaranditci: „o 
fata de boier mare, de 18 - 20 de ani; nu este prea frumoasa, dar dragalasa ca luna lui mai! ... 
vorbele ei rasuna ca o muzica sublima. Cea din urma se va transforma intr-o prostituata 
celebra, cu vcleitap criminale, si il va duce la pierzanie pe Manoil. Cum in perioada pa§optista 
si postpa§optista, „in construcpa tramei narative, atat «romantul» de scnzatic, cat si novella 
melodramatica sau povestirea aventuroasa accepta, ba chiar cultiva o doza mare de arbitrar, de 
neverosimil, supunand-o unui tratament de domesticire” pe gustul cititorului, personajul 
Manoil nu este liniar: „dus la pierzanie de Marioara, femeia malefica, protagonistul va fi 
recuperat tot printr-o femeie, cea angelica, Zoe, care 1-a iubit dintotdeauna in secret si care il 
protejeaza din umbra. Spre deosebire de Goethe, unde eroul se ruineaza prin slabiciunea sa, 
Manoil e victima unei femei, insa este si salvat prin efectul staruintei altei femei. Daca la 
Goethe este vorba de nefericire in amor, la Bolintineanu vorbim de ilustrarea atotputemiciei 
amorului feminine, care ucide si vindeca, degradeaza si inalta, nimiceste si mantuieste” 12 
„Pentru mine, o femeie este un lucru de neinteles: amorul la ea trece ca un vis; in ceea ce-i 


9 Nicolae Manolescu, op. cit., p. 85 

10 Ioana Dragan, Romanul popular in Romania. Literar si paraliterar, Ed. Casa Cartii de Stiinta, Cluj, 2001, p. 
130 

11 Dimitrie Bolintineanu, Manoil. Elena, Ed. Minerva, Bucure^ti, 1988, p.8 

12 Dimitrie Bolintineanu, Manoil. Elena, Postfata de Teodor Vargolici, Ed. Minerva, Bucure^ti, 1988, p. 333 


495 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


drag, ea pe sine se iubeste. Omul pentru dansa este o rniraza ce face sa se pretuiasca meritele 
ei; fara acest interes ea nu ar iubi, in scurt, egoismul personificat - iata cum inteleg eu o 
femeie.” 13 

Romanul cuprinde in a doua parte multe incidente nesemnificative, aspect senzationale 
(acuzatia de crima adusa lui Manoil), arestarea, eliberarea, casatoria cu Zoe si transformarea 
sa, la fel de ireala. Actiunea nu evolueaza in mod firesc: deznodamantul idilic, ea in romanele 
pastorale, e surprinzator, nerezultand dintr-o logica interna a desfasurarii evenimentelor - 
„Personajele sunt slab conturate, neadancite psihologic, grupate in doua categorii 
caracterologice aflate la antipozi, in contrast ireductibil: personaje pozitive, care intrupeaza 
numai calitati la superlativ (Manoil - in prima parte - Zoe, Smarandita, Ana, etc.), si personaje 
negative, insumand doar vicii, tot la superlativ (Alexandru C.)” 14 Cand se incearca 
transformarea lui Manoil intr-un personaj mai complex, schimbarile sunt bruste, fara o 
motivare psihologica. Bolintineanu incearca o explicate, tot prin scrisori: prezinta decaderea 
parvenitismului, bun prilej pentru o critica serioasa a societatii. „M-am aruncat in brafele 
tuturor dezmierdarilor - cei mai frumosi cai albioni au avut onoarea sa plimbe persoana mea 
pe cel mai frumoase strade ale cetafilor italiene; vinul cel mai scump, bucatele cele mai rari au 
impodobit masa mea §i au imbuibat stomahul meu, cele mai grafioase copile ale lui Pafos au 
incununat fruntea mea de flori §i de sarutari. Apoi daca trebuie sa-(i spun si aceasta, am stricat 
mai multe maritime nepotrivite, ceea ce nu este un mic serviciu pentru umanitate”; „m-am 
convins ea patriotismul este numai o fanfaronada la cei mai mulfi; sau de nu, un egoism intre 
mai mulfi indivizi. Acolo unde mi-e bine §i acolo unde-mi place, acolo este patria mea, si este 
de prisos ea s-o iubesc, caci ea poate exista §i fara iubirea mea „ cel intai lucru ce am facut, 
ajungand in Bucurcsti, a fost sa intreb daca se fac mari pierderi in card. Mi s-a raspuns ea se 
perd pe seara si pana la cinci mii ducafi. Vestea aceasta m-a mai impacat cu patria.” 15 Manoil 
devine, in a doua parte a romanului, un Ruy Bias. Programul sau este altul: „Voi face din 
matu§ica o Norma §i din nepoata o Adalgita. Acesta va fi un mijloc sigur ea sa scap de 
creditori..." 16 Finalul romanului ne rezerva insa o surpriza: ii e data lui Manoil o a doua fata, la 
fel de greu de explicat ea prima. Cumintit tot asa de brusc cum, mai devreme, o luase razna, el 
se insoara cu femeia iubita §i traicstc fericit alaturi de ea: „ai zice ea este o fata de cincisprezece 


13 Ibidem, p. 13 

14 Dimitrie Pacurariu, Dimitrie Bolintineanu, Ed. Tineretului, Bucuresti, 1969, p. 117 

15 Dimitrie Bolintineanu, Manoil. Elena, Ed. Minerva, Bucuresti, 1988, p.59 

16 Ibidem, p. 60 
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ani, atat inima lui s-a curdtat, s-a nobilat, langa femeia sa" 17 - constata naratorul care-i ia locul 
lui Manoil, in ultimul episod din roman. Sentimentalismul este specific literaturii burgheze 
romantice, asa cum moralismul era specific literaturii clasice a aristocratiei. Si in cazul 
celorlalte personaje din Manoil, exista influence: femeia fara principii morale bine definite, 
manipulate cu usurinta de barbati, ca Nordeanca din Mistere din Bucuresti al lui I. M. 
Bujoreanu, e Marioara din Manoil. Femeia inger, pura, casta, ca Zoe din Manoil sau Elena din 
romanul cu acelasi nume al lui D. Bolintineanu seamana izbitor cu Ioana si Safta, eroinele lui 
Alecu Cantacuzino - Serile de toamna la tara. 

Ca o noutate absolute in scriitura romanesce a epocii pa§optiste intervine procedeul 
mise en abime 18 , ce anunta revenirea morale §i sentimentale a eroului. Este vorba despre un vis 
in care lui Manoil ii apare Smarandija, care intre timp murise, mustrandu-1 §i, in acela§i timp, 
sintetizand existen|a de pane atunci a personajului masculin/anticipand revenirea lui 
spectaculoase la ipostaza pozitive de la inceputul romanului. „Altedate tu erai floarea tinerimei 
noastre! Patria ta pusesa in tine atata spcranta! ... inima ta era tan ere si pline de candoare ca o 
fecioara; ca|i te cuno§teau nu puteau sa se opreasca de a te iubi ... iar astazi, cel mai degradat 
om nu s-ar crede stimat ca sd-fi strange mana; cel ce crezuse in talentul teu astezi ro^cstc ce a 
putut avea o asemine cugetare; inima ta s-a imbatranit, s-a degradat §i nu mai poate sa bate de 
acum inainte decat la fapte nefolositoare! ... pentru ce ai venit in casa aceasta? Vrei sa amagcsti 
pe Zoe; pare cd ro^csti de a fi singur in felul tdu, §i vrei sd tara§ti in tina in care te afli tu flint,a 
astd tanara si inocentd! ...” 19 

Piatra de incercare pentru romanul de intentie psihologicd o reprezintd transformarea 
totald a personajului. in cazul lui Manoil, e vorba de o rupturd, de un spatiu alb. Eludat e §i 
procesul prin care se realizeazd a doua schimbare a personajului, din final: in ultima jumdtate 
de pagind, cel ce scrie nu mai este Manoil, ci o mand necunoscutd, (procedeul din Werther) 
care in§ird intr-un stil sec consecinta faptelor: „Manoil este insurat. Zoe il iubcstc. Ei trdiesc la 
tard. Nu poti sd-ti inchipuie§ti ce schimbare.. ,” 20 A§a-numitul roman de mistere din secolul al 
XlX-lea este, spre deosebire de acela sentimental, §i mai putin aristocratic, §i mai putin 
individualist. Nu se ocupd de sufletul indivizilor, ci de acela al societdtii inscsi, vdzutd ca un 
mic babilon, agitat, violent §i crud; paginile de contemplatie, reverie ori analizd lasd loc celor 


17 Ibidem, p.108 

18 Simona Antofi, Proza pa$optista $ipostpa§optista. Relecturi critice, Ed. Europlus, Gala|i, 2008 

19 Ibidem, p. 67 

20 Ibidem, p.108 
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de actiune. Misterul este in ele mai putin al inimii decat al societatii: la fel de tenebros insa. 
Manoil al lui Bolintineanu e un bun prilej pentru scriitor sa critice sistemul de invatamant din 
pension sau sa dezvaluie discutiile despre literatura din epoca. „Va scrie aceea ce geniul sau il 
inspira, suferintele patriei sale, durerile inimei sale...si ce va folosi? Exilul il asteapta, drept 
toata rasplatirea... .ii ramane dar, pentru ca sa placa, sa scrie numai ode la zilele aniversare ale 
celor mari, sau sonete pe albomenele cucoanelor...iata cum se pierde un geniu.” 21 Tot el 
reuseste sa se autociteze si sa creioneze tabloul viciat al aristocratiei bucurestene, cu petreceri 
desantate, cu jocuri ruinatoare de carti, la care se antreneaza deopotriva femeile si copiii - „Ce 
coup d’oeil frumos! Pe fiecare masa cate doua lumanari; imprejur jucatori si spectatori, barbati, 
copii si femei...Ce? Crezi ca copiii si femeile nu joaca? Te insali, frate; acel ce nujoaca cartile 
nu stie rostul vietii ...Nu stie a trai... ” 22 Prin Manoil, Bolintineanu face referiri si la viata grea 
a taranilor (un taran e inchis de carmuire pentru ca nu putuse plati o datorie arendasului mosiei, 
Tudora, fata taranului, e necinstita de boierul Alexandru C. si innebuneste). Astfel, aceste 
tablouri care intregesc cadrul social al epocii, fac din romanul lui Bolintineanu, cu toate 
neajunsurile care tin de intriga si compozitie, o scriitura interesanta si o incercare meritorie in 
perioada de pionierat a romanului romanesc. „in partea a doua a romanului - scrie Marian 
Barbu - Bolintineanu este debitor mijloacelor epice din scrierile de mistere, anticipand 
«misterele»lui Bujoreanu si Baronzi. Scriitorul a incorporat o serie de elemente 
neverosimile, privind comportamentul lui Manoil, vizand ideea reabilitarii sale. Aici insa, nu 
barbatul, ca in romanele clasice de mistere, este cel care vehiculeaza «totul», ci femeia. Ea, 
datorita nu numai instinctului, dar si experientelor sociale, grijei de a oferi lectii umanitare, 
reuseste sa-1 salveze de la drumul pierzaniei. ” 

Dincolo de partile bune si mai ales de cele mai putin bune, romanul lui Bolintineanu 
deschide calea formulei romanului epistolar si reaseaza, pe o cale care se va dovedi deosebit 
de fertila, tipologii romantice - minor romantice, dar bine primite de catre publicul romanesc 
- si scheme narative de succes in spatiul occidental - cu predilectie francez - de cultura. 
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Abstract: The basic idea of starting the proposed research is the fact that the common points of those 
which are part of the post-war and communist generation, represented by the literary value or non- 
value and, the existence in parallel of a few radical manifestations, specific for the communist period. 
Scientific and practical consequences of this research is not only to present an overview of the literature 
of that generation, with peaks and respective drawback but also emphazising the relationships between 
writers of the same generation, publishing groups and literary magazines that have devoted them. 

Keywords: postwar, communism, literature, journalism, value 


Obiectivul principal al cercetarii il reprezinta crearea unei imagini panoramice a uneia 
dintre cele mai reprezentative perioade literare ale culturii romane, daca nu neaparat ca valoare 
estetica, reprezentativa prin durata ei indelungata, si anume perioada postbelica - anii 
comunismului. Se va urmari, in acelafi timp, tot panoramic, §i existenta revistelor literare 
postbelice. 

Dorind sa aruncam o privire retrospective asupra vie|ii literare a anilor 1948-1989, se 
cuvine sa punctam inca de la inceput faptul ca perioada postbelica romaneasca nu inseamna 
doar comunism. Asadar, a discuta despre literatura postbelica din anii comunismului, va 
insemna sanereferim lapostbelicul cuprinsintreanii 1948-1989. General vorbind, mareaparte 
a literaturii postbelice romane§ti se suprapune peste deceniile comunismului, aspect care 
complied, spunem noi, si ingreuneaza un proces de receptare §i interpretare, care ar trebui sa 
ramana doar unul de factura estetica, pana la urma. Cu toate acestea, nu se poate face abstraepe 
de contextul socio-politic. 

Pasii pe care ii face politicul asupra literaturii romane, incepand cu 1948 declanscaza 
mai multe directi i, pe care le putem sublinia in continuare. Un prim pas care se cerea facut a 
constat in eliminarea modelelor. Un al doilea pas facut din prisma ideologiei de partid se ocupa 
de a§a numitele concepte proletcultiste. Amintim aici de sintagme precum realismul socialist 
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- aparut o data cu deceniul al §aselea. Literatura ce dezvolta acest nou concept, ar 11 trebuit sa 
ofere o imagine ce apartinca propagandei comuniste. Literatura pentru mase constituie un alt 
concept de factura proletcultista, care se refera la acel segment de literatura ce ar fi fost pe 
intclcsul tuturor. Talentul §i valoarea inceteaza sa mai existe §i conteaza doar criteriului moral, 
a se citi politic, in fapt afilierea la partid era important, definitorie: „In acest moment crucial 
pentru istoria lumii, umanitatea nu se va lasa in§elata de prejudecata talentului”. (dupa Ana 
Selejan, volumul Tradarea intelectualilor). Consecin|ele nu vor intarzia sa apara, iar de 
subliniat ar fi ideile conform carora trebuia privit „scriitorul, ca luptator social, (...). Apar §i 
altele, din acccasi familie. Ideologii partidului publicau lungi articole de „indrumare” sau 
rapoarte la congresele organizatjilor profesionale, ca U.S.A.S.Z. ( Uniunea sindicatelor de 
arti^ti, scriitori $i ziari§ti ) sau la Societatea Scriitorilor Romani. Ei se aflau angajap in „fronturi 
de lupta”, formula mobilizatoare care le placea foarte mult, aveau „strategii”, ce se schimbau 
periodic. Odata, prioritatilc solicitau impunerea culturii in sens unic, de care am amintit, 
necesitatea intcrvcntici mai sustinutc a tinerilor critici ideologi, popularizarea modelului 
cultural realist-socialist. Altadata, ordinea se modilica: 1. demascarea si demolarea literaturii 
considerate decadente straine §i romane; 2. impunerea noii literaturi bazata pe realismul 
socialist. Mai tarziu, in 1948, apar „sarcini” noi: 1. combaterea „decadentismului imperialist”, 
in special american, §i propaganda pentru modelul cultural sovietic si din celelalte tari-satclitc; 
2. revizuirea mo§tenirii culturale literare; 3. promovarea „literaturii de partid”; 4. critica 
„rama§i|elor burgheze”. In fine, un accent putemic se pune pe lupta de clasa, ca arma de lupta, 
ca principal instrument de analiza „literara”. Cum se vede, ideile erau mereu cam acclcasi, de 
fapt, lozinci propagandistice debitate cat mai des, cu patos „rcvolut,ionar”, pana la 
saturatic”.(...)”' Ana Selejan, prin Literatura in totalitarism, volumele I-VI, aduce in discupc 
toate aceste „idei propagandistice” care sufocau literatura deceniilor comuniste din perioada 
postbelica la care ne referim. 

Dupa cum regasim notat si in paginile de istorie literara, anul inceperii perioadei 
comuniste si in cultura romana este 1948. „in linii mari, in lunile februarie-martie 1948 era pus 
lapunct sistemul prin care Partidul Comunist, prin intermediul Directiei de Propaganda si 
Agitatie a Comitetului Central, sa poata controla in mod eficient toate Directiunile din 
Ministerial Artelor si Informatiilor. (...) Directia de Propaganda si Agitatie lucra pe baza unor 


1 http://www.romlit.ro/literatura_romn_i_comunismul_ii 
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Planuri de Munca elaborate de resorturile din subordine. intre acestea: Sectorul pentru 
Literatura si Arta si Sectorul pentru Presa. 2 

Este arhicunoscut, astazi, faptul ca inainte de 1989, fenomenul literar romanesc s-a 
derulat sub un regim politic totalitar, care, de multe ori, i-a alterat caracterul specific, 
suprimand sau, in cazuri mai fericite, doar ingustand libcrtatilc, punand sub control si cenzura, 
intr-o maniera sau alta, actul creatiei. 

„Nimic din ce se intampla in procesul unei literaturi dezvoltate sub guvernare totalitara 
nu are o explicate naturala. Direct sau indirect, totul este replica, rcacpc, riposta, repliere 
defensiva, disperata sau inventiva, stratagema de supravic(uire (...). Daca in primul deceniu de 
comunism aparatul a impus o literatura de tip propagandistic, menita sa spijine direct regimul, 
dupa aceea, mimand, vreme de inca trei decenii, normalitatea, el a contiunat sa i§i indeplineasca 
si altfel misiunea, controland nu numai productia editoriala, ci si con§tiin(ele gata a fi 
cumparate, folosindu-se de mediocritatea grafomana si de oportunismul etern intelectual, el a 
fost activ in organizarea de atrape, de piste false, de deturnari de energii. (...) Cu vremea, unii 
s-au lasat prada mecanismelor mistificatoare ale constiintci amen in talc, descoperind cu 
mandrie ca e bine ceea ce fac, ca au facut-o §i al(ii in epoci similare si, aiurea, ca important este 
sa ai talent, ca se poate conta pe imprevizibilitatea evolu(iei istorice a „sistemului de astcptari”, 
care va favoriza, candva §i selectarea operei lor. (...) A fost, omencstc vorbind, peste putin(a ca 
scriitorii sa reziste ispitelor rcspcctabilitapi, jindului consacrarii, poate §i din pricina 
impacicntci noastre temperamentale latine, avide de rezultate imediate, caci la capatul 
tunelului, nu se zarea, intr-adevar nici o lumina. (...) Cine dorcstc sa intclcaga astazi spccilicul 
literaturii de dupa 1948 §i evolufia ei va trebui sa tina seama de inllucnta tenace a factorului 
politic (..,)” 3 . 

Perioada comunismului postbelic va incepe cu anul 1948. „Dupa abdicarea silita a 
Regelui Mihai, la 30 decembrie 1947, nu mai e loc decat pentru certitudini. Toate indoielile 
creatoare dispar. Ca si institu(iilc culturale burgheze. Partidul-stat dirijeaza intreaga via(a 
sociala, politica §i economica. Religia, morala §i cultura sunt aservite ideologic §i practic 
intereselor regimului comunist. in limbajul de astazi nu am putea considera acest regim drept 
unul fundamentalist, cu precizarea ca religia pe care se bazeaza este una laica: o ideologic 
politica. E. Negrici a vorbit, in car(ile lui, despre „poezia unei religii politice”. Expresia se 


2 Vasile Cristian, Literatura si artele in Romania comunista, Editura Humanitas, Bucuresti, 2010, pp. 42-45 

3 Eugen Negrici, Literatura romdna sub comunism, Editura Fundatiei Pro, Bucuresti, 2003, p.l 1-15. 
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poate generaliza: toata cultura reflects o religie politics. Regimurile comuniste sunt cele mai 
dogmatice din istorie, (...)• Regimurile comuniste sunt singurele cu adevSrat totalitare. 
Instrumentul principal, a fost, in cultura, cenzura, ca forma de opresiune (...) o cenzurS totala 
(...), la toate nivelele, tematic, ideatic, stilistic, fScand din recomandare obligate, interzicand, 
amputand sau completand textele, exercitand cel mai eficient cu putin(a control asupra opiniei 
publice sau private. Nimic asemSnStor in toata istoria. (...)” 4 

Incepand cu anul 1948, regimul comunist i§i va pune amprenta asupra a ceea ce se 
numea create literara. In lipsa adversarilor politici care nu mai existau, dupS desfiin(area 
institutiei monarhice din decembrie 1947, orizontul politic romanesc este redus doar la 
existen(a unui singur partid care nu va avea alt obiectiv mare! decat de a indepSrta, de a dizloca 
intreaga societate romaneascS de la tot ce ar fi putut insemna temei sau uz democratic. 
Reformele incep sS se instaleze rand, pe rand, in invStSmant (este reformats chiar §i ortografia 
limbii romane), in economic etc. Exists pSreri conform cSrora nu ar fi mari difcrente intre via(a 
literara din timpul comunismului §i viata literara dintr-o altS perioadS caracterizatS printr-o 
societate libera. De§i ar fi existat un inconvenient, in esen(S este vorba de acela§i lucru. „Dar 
ce este, in cscnta, aceastS via(S literara despre care tot vorbim? inainte de toate, un spapu 
exceptat de orice ingrSdire. Un teritoriu in care ideea de libertate nu suferS nici o constringere. 
De aceea literatura, adevSrata literatura, intre(ine in ansamblul fiintci sociale ideea de libertate. 
(...) Capacitatea unui artist de a crea ceea ce crede el ca e potrivit §i, in ultima instants, ceea ce 
poate el mai bine, §ansa de a se confrunta pe o ,,pia!a” libera a ideilor §i valorilor estetice dispar 
o data cu posibilitatea de a publica la o revista sau o editura libera. (...) Cand toate aceste 
instrumente fire§ti ale activitafii literare sint nationalizatc, sint supuse unui control unic, 
centralizat, de esen(a politica §i ideologica inainte de toate, personalitatea scriitorului sufera o 
... castrare ireparabila. Din acel moment dispare capacitatea de autoreglare a cererii §i a ofertei 
- §i, in felul acesta, a destinului individual pe care §i-l asuma orice autor de bunuri culturale. 
(...) O serie de alte consecinte modified radical, sub comunism, insusi cadrul existential al 
exprimarii artistice. (...) Scriitorii nu se mai grupeaza in redactii, cenacluri dupa afinitati, ci 
dupa cum ii organizeaza sectia de cadre a partidului comunist. Nu mai sunt promovati dupa 
merite §i abilita(i literare, ci dupa merite si abilitafi politice. Structura victii literare nu mai este 
organizata exclusiv dupa criterii artistice, ci dupa calitatea „dosarului” personal sau a relatiilor 


4 Nicolae Manolescu, Istoria critica a literaturii romane. 5 secole de literatura, Ed. Paralela 45, Pitesti, 2008 
pp.885-897. 
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in mediile politice sau scriitoriccsti/politicc. (...) Revistele erau controlate de „partid si de stat”, 
editurile la fel. invafamintul aidoma. Puterea stabilea tirajele, numarul de aparipi anuale et. Ea 
controla componenta rcdacfiilor revistelor §i editurilor, mecanismele de difuzare pentru 
periodice si pentru carp, chiar ,,audienta” acestora (avea in mainile ei intreaga circulate a 
„bunurilor culturale”). (...) in miinile puterii se aflau mijloacele prin care se materializa canonul 
literar (manuale, prezentc in Academie, premii ale institufiilor de stat - singurele, de altfel, 
permise - pe scurt, tot ceea ce stabilea un prestigiu)” 5 - menponeaza criticul C. Pricop. 

in schimb, exista §i parerea critica de la care pomind, aflam ca „ (...) se face eroarea de 
a se confunda perioada postbelica cu perioada comunista. Lucru inexact. Asa cum se Stic, intre 
1945 §i 1947 nu se impusese inca oranduirea sociala suspnuta de Uniunea Sovietica, (...) Nici 
macar sub dominapa comunista nu se poate vorbi de o epoca unitara; in timpul ei se disting 
mai multe etape, lice arc cu propria atitudine represiva, reflectata, intr-o maniera sau alta, si in 
spapul literar.” 6 

A studia literatura romaneasca din perioada postbelica este un act ingreunat oarecum, 
fafa de studiul altor epoci privind peisajul romanesc, datorita, in primul rand, lipsei unei 
perspective temporale. Daca ar fi indicat sa ne raportam din punct de vedere cronologic, mai 
intai asupra generapilor ’50-’60, remarcam o mai buna si solida vizibilitate asupra panoramei 
literare romane§ti, decat atunci cand ne vom raporta la generapile ulterioare, respectiv, ’60- 
’80. Acest fapt se datoreaza in mare parte lipsei de implicare in analizarea sau comentarea 
respectivelor segmente de timp, din punct de vedere valoric. Critica propune o privire care se 
recomanda a fi mai indepartata de momentul literar in discupe, tocmai pentru a se putea evita 
un subiectivism prea radical, care nu ar conduce decat spre o injusta ierarhizare valorica. Asa 
cum precizeaza §i criticul C. Pricop, „...abia dupa doua, trei generapi se poate vorbi de o 
eliberare de jocul circumstanfelor. Evaluarea corecta devine posibila atunci cand pasiunile 
provocate de persoana autorului s-au stins, in imaginea generala liecare element asczandu-se 
la locul sau „de la sine”. Or, unii dintre autorii operelor pe care ne propunem sa le studiem sint 
printre noi, ii impresioneaza pe cititori (inclusiv pe critici...) (...). Sigur, perspectiva estetica 
„sanatoasa”, dar cam patriarhala prin ritmul pe care il presupune, este inlocuita astazi in multe 
cazuri de nevoia, (...), de a pune lucrurile la punct fara a sta prea mult pe ganduri, de a oferi 
publicului o cartografiere prompta a literaturii la zi. Pana la urma, trebuie sa rccunoastcm ca in 


5 Constantin Pricop, Literatura romdna postbelica. Preliminarily Vol.t, Editura Univcrsitatii Al. I. Cuza, Ia§i, 
2005, pp.20-21. 

6 Idem, p. 59. 
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cazul nostru nu avem de-a face cu scrieri si cu autori valida(i din perspectiva istoriei. Or, o 
asemenea perspectiva este totu§i necesara pentru a in(elcge de ce autori care in urma cu „doar” 
doua, trei decenii se aflau in prim planul vicpi literare azi nu mai trezesc decat interesul 
istoricilor literari... (...) Cazurile de acest gen nu sunt putinc. Putem include aici si alte nume 
care in urma cu doua, trei decenii faceau sa curga multa cemeala in paginile revistelor culturale, 
iar astazi sint acoperite de uitare. (...)” 7 . Se poate da vina, din acest punct de vedere, nu doar pe 
o receptare eronata a unei opere, ci §i pe nccunoastcrca contextului sau in(elegerea sa in mod 
gre§it, fie voit, fie nevoit. 

Ideea care ar trebui urmarita de critici, istoriei, filologi etc., in studierea sau cunoasterea 
perioadei postbelice comuniste romanesti ar trebui sa ramana cea referitoare la faptul 
ca punctele comune ale celor care fac parte din generatia postbelica, vizeaza valoarea literara, 
respectiv nonvaloarea. in paralel cu aceste doua fete ale esteticului, se pot lua in discutie, fara 
nici cea mai mica indoiala si existenta unor manifestari radicale specifice perioadei comuniste. 
Insa, indepartarea de la conceptul valoric, in mod radical, pana la anularea lui, asa cum o face 
comunismul, este un neajuns care sfideaza pentru totdeauna conceptul despre arta si creatie. 
Cu toate acestea, a face istorie sau critica literara presupune a te raporta permanent la istoria 
propriu-zisa. A face abstractie de aceasta, nu poti sa descoperi valoarea, respectiv nonvaloarea 
unui scriitor, insemnand practic a-1 eradica din spatiul si timpul cultural caruia ii apartine. Atat 
timpul istorie, la fel ca si spatiul, ajung de multe ori sa cunoasca adevarate crize de natura 
politica ori sociala, care perturba bunul mers al lucrurilor. O astfel de criza a provocat si 
comunismul in literatura postbelica romaneasca. O criza prelungita, agonizanta, care a disparut 
o data cu 1989. 

I. Boldea, intr-un articol cu titlul Criza si canonul, articol care face referire la cartea 
Sandei Cordos, Literatura intre revolutie si reactiune, subliniaza legat de ce a insemnat „criza” 
din literatura noastra care a luat nastere o data cu infiltrarea comunista. ,,Criza - noteaza el - 
are cu totul alte dimensiuni §i motivapi §i se manifests in doi timpi: mai intai, repudierea 
sentimentului de criza rcsimpt de scriitorii occidentali, iar apoi instaurarea crizei propriu-zise, 
prin agresiune politica, prin insertia dogmatismului si suprimarea oricarei initiative individual. 
Ce a insemnat, totu§i, instaurarea crizei in literatura romana §i cea sovietica? A insemnat 
detumarea literaturii de la natura sa proprie, mistificarea ei, pentru ca valoarea estetica devine 


7 Idem, p.8. 
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cu totul secundara, in prim - planul operelor aflandu-se imitapa servila §i artificiala a unei 
real i tap cosmetizate ideologic, pro fund expusa demoniei dogmelor comuniste.” 8 

in Romania literara, nr. 33 din 2008, Ion Simut publica articolul cu titlul Demnitatea 
intelectualului roman, articol care debuteaza cu o posibila „statistica” a scriitorilor postbelici 
comunisti si necomunisti romani. Concluzia sa este imbucuratoare, deoarece proportia celor 
care au semnat pactul cu Partidul, in sensul de colaborare, ascultare si afiliere la ideile si 
practicile politice ale timpului, este mai mica decat numarul celor care nu au avut vreo empatie 
fata de acestea. Desi consideram ca este destul de grea transarea exacta a acestor categorii, asa 
cum marturiseste insusi I. Simut, respectivele puncte de vedere ce apartin autorului raman de 
semnalat in tema pe care o construim. „(...) nu top cei care au fost membri PCR au fost 
comunisti convinsi. in sfarpt, rcnccpile in acesti termeni ar fi incalcite si cam fara rezultat 
unanim acceptat. Un gand insa trebuie formulat cu oarecare fermitate si claritate: daca luam in 
seama numarul de membri ai PCR, comunismul nu a ocupat niciodata mai mult de o cincime 
din constiinta acestei nap uni. E grav daca apreciem ca aceasta a fost partea decisiva, 
dominatoare si mutilanta pentru intreg, e mai pupn grav daca ne gandim ca a persitat continuu 
o masa tacuta, ostila, regeneratoare, care explica posibilitatea schimbarii radicale din 
decembrie 1989. Ies din aceste considerapi generale, care ii vor face poate pe unii sa zambeasca 
pentru simplismul lor. In fond, nu masele conteaza, ci elitele, cand vorbim de ideologic §i 
oportunism.” 9 

Asadar, care este criteriul dupa care putem lixa valoarea sau nonvaloarea unei generapi 
literare ce a creat in cea mai problematica perioada a societapi noastre? Putem vorbi de o poezie 
sau de o proza postbelica si comunista de o reala valoare? Putem vorbi doar de o poezie a 
Comunismului in perioada urmarita? De ce Poezie? - Exista in anii postbelici in conccppa 
colectivelor redaeponale din majoritatea revistelor de cultura o predileepe pentru acest gen 
literar? ,,Cutumele cer ca fiecare generape sa manifeste preferinpi pentru un anumit gen literar. 
Cel pupn o vreme, pina cind se vede ca nu era chiar adevarat. De regula, poepi fiind mai 
sprinteni de picior, fiecare generape se propune mai intii ca una de poep. Fara indoiala ca nu 
doar din sprinteneala naturala a genului, ci pentru ca poezia e, to tup, «inainte» §i ea e prima 
care cristalizeaza o anumita sensibilitate, o anumita metamorfoza a acesteia §i chiar o anumita 


8 Iulian Boldea, Critici romani contemporani, Editura Uni versitatii Petru Maior, Targu-Mure§ 2011, pp. 193-194. 


9 http://www.romlit.ro/demnitatea_intelectualului_romn 
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viziune. Privilegiul acesta de «pionierat» pocpi inca nu §i 1-au pierdut. Prima „impresie” lasata 
de noua generate a fost o impresie conforma cu tradipa: parea sa fie vorba de o generate 
«poetica»” /0 . 

De ce nu proza sau dramaturgia? - Proza si dramaturgia erau mai pupn reprezentate in 
perioada discutata, dat fiindca mai greu ar fi putut avea forma de odd sau cantec dedicat vreunui 
regim sau conducator? 

Daca poezia a fost genul preferat postbelic, atunci ea poate fi considerate integral o 
poezie asertiva sau exista, ca in orice alta perioada, o poezie buna, profunda - a§a cum exista 
si non-poezia? „Proba scriozitapi unei literaturi e data de proza...; el continua (vorbind doar 
de gcnerapa 70, parte a celei postbelice) spunand ca §aptezecismul a fost o mare gcncrapc 
poetica. Ma indoiesc ca literatura romana s-ar putea dispensa de crea(ia lor. Mai ales ca ace§ti 
oameni scriau in condipi diferite de cele de azi. Tot el sustine: Gcnerapa mea a aparut pe fondul 
inchiderii ideologice din 1971-1974 si al crizei finale, de sistem, a comunismului... E gcnerapa 
care se maturiza pe fondul inchistarii ideologice §i a penuriei generale. Dar fusese 
gcnerapa care-§i facuse studiile - liceale, universitare - in perioada de maxima extensie a 
liberta^ii intelectuale din vremea comunismului, intre 1965 - 1966 §i 1971-1972, cu precizarea 
ca Univcrsitaplc n-au mai putut fi la fel de inchise ca in perioada anterioara ... O gcncrapc care 
crescuse pe fondul unei anumite deschideri fa(a de tradipc, fa(a de cultura universala §i fa(a de 
limbile aparpnind acelor culturi. Vorbesc de un fenomen de masa, nu doar din punctul de 
vedere al elitelor. in aceste condifii globale, era imposibil sa nu fie o generate cumva altfel 
decit cea anterioara, inclusiv din punct de vedere literar. Sa nu uitam ca e, totu§i, gcnerapa care 
a dat §i cei mai numcrosi disidenp §i opozanp la regimul comunist, comparativ cu toate celelalte 
„crescute” in comunism” * 11 . 

Scriitorii generatiilor postbelice, din anii comunismului, nu au avut in vedere si 
autopromovarea, asa cum astazi ni se pare legitim sa gandim? Cati dintre poetii sau prozatorii 
din perioada comunismului nu au acceptat un pact comunist doar pentru a promova? Atunci, 
ca si acum, unui scriitor ii trebuie si recunoastere publica, acceptare din partea cititorilor si a 
criticilor. Cum altfel ar fi fost luati in discutie fara sa se autopromoveze, caci promovarea prin 
revistele de cultura ale timpului era inchisa ori deschisa cu o singura cheie, cea a cenzurii sau 
a „aprobarii de sus”. „(...) e irelevant daca o generate (mai firesc ar fi o promo(ic, un val de 


10 Al. Cistelecan, Note de pe margine in „Vatra” 3/ 2009, p.25. 

11 Doman, Dumitru Augustin, interviu - http://www.liviuantonesei.eu/category/discutii/ 
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scriitori) e fabricate de media, chiar de edituri sau apare prin combustie spontana din cenufa 
literaturii precedente. Important e ca ea spune (sau nu) ceva, ca vine cu un limbaj nou si 
des(clcneaza un teren, asasineaza o comoditate de lectura si provoaca (reac(ii de orice fel). Se 
crede, azi, ca promovarea si, mai ales, autopromovarea e un pacat de moarte si cei care se ocupa 
cu atare vraji narcisistdiabolice trebuie biciui(i la stalpul infamiei.” 12 Nu tot autopromovare s- 
ar fi numit o odd inchinata conducatorului iubit in perioada comunista, lucru caruia acum, in 
perioada post-decembrista, i se poate spune si altfel: „Ca(iva pocti icscni au reufit sa- 
fi oripileze colegii de breasla in anii 1970-1980 prin convingerea fi intensitatea cu care „se 
inliltrau” in presa si literatura vremii cu scrieri inchinate cuplului preziden(ial.(...) 13 , isi 
am in teste tot scriitorul si publicistul icscan Liviu Antonesei. 

Ion Simuf intr-un articol publicat in Romania literara sublinia ideea de la care am 
pomit §i noi in acest demers. „De ce nu exista - spune el - o istorie completa a literaturii 
romane pentru uzul epocii proletcultiste? Una care sa vina pana in prezentul imediat. Raspunsul 
mi se pare simplu: din acelafi motiv pentru care nu exista o istorie a Partidului Comunist 
Roman. Cum o pluralitate de versiuni nu era admisibila, era greu, daca nu imposibil, ca forurile 
decizionale sa cada de acord asupra masluirii istoriei intr-un singur fel. Nu putea exista decat 
o istorie oficiala, acceptata, difuzabila, fie ca era vorba de partidul comunist, fie ca era vorba 
de literatura. Recomandari despre cum sa se scrie istoria, inclusiv istoria literaturii, existau in 
epoca, dovada fiind manualele, reeditarile extrem de precaute, selccfiilc de autori fi de opere. 
Afa cum se practicau edi|iile de „opere alese” pe un criteriu primordial ideologic, se imagina 
o istorie pe alese, in funcfie de cxigentcle construc(iei comunismului, numai ca era greu de pus 
in pagina. Academia R.P.R. era insarcinata sa scrie o istorie a literaturii romane, lucrul a inceput 
sub coordonarea lui G. Calinescu, au fi aparut, intr-un ritm extrem de lent, primele trei volume, 
dar sinteza academica nu a putut sa se apropie de prezent dincoace de limita lui 1900.” 14 

Daca viata institutiilor de cultura din perioada comunista postbelica depindea doar de 
ceea ce hotara Partidul, revistele sau publicatiile timpului fiind doar instrumente de propaganda 
comunista. Evident ca oricine ar fi ajuns la conducerea vreuneia dintre ele, astazi nu ar fi decat 
blamat. Caci se presupune ca doar cei care erau „patati” puteau fi alefi sa ocupe functii. 


12 Fiorina PARJOL, Destui tineri scriitori de astazi sunt self-promoter-i, in „Vatra” 3 / 2009, p.50. 
13 http://adevarul.ro/locale/iasi/antologia-rusinii-elena-nicolae-ceausescu- 

1 51 c c 3 e 5 6 c 7 b 8 5 5IT5 6 d 19 d a I7i n d e x. h 1 m 1 

14 http://www.romlit.ro/canonul_literar_proletcultist?caut=presa%20proletcultista 
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Dupa cum stim cu totii, revistele literare au indeplinit intotdeauna un rol important, 
daca nu chiar esential in orientarea, gruparea, acceptarea sau negarea activitatilor literare. Nici 
in perioada comunista lucrurile nu au stat altfel, dar, este evident ca fiecare revista de cultura 
trebuia sa „digere” ceea ce se impunea. La Cluj, Bucuresti sau Iasi au existat permanent reviste 
de cultura - Almanahul literar, devenit Steaua, Tribuna, Iasul Nou, devenit apoi Iasul literar, 
ca mai apoi sa-i fie schimbat numele in Convorbiri literare, Cronica - tot la Iasi, Viata 
Romaneasca, Vatra - din Tg. Mures, Tribuna - din Sibiu, Ramuri - din Craiova, Astra s.a.m.d. 
Ceea ce trebuie subliniat insa, legat de perioada discutata de noi, regasim punctat si de criticul 
C. Pricop. ,,Revistele si ziarele care plecau din tipografii spre cititorii romani in primii ani ai 
dictaturii comuniste purtau (...), fie numele unor vechi publicatii romanesti de stinga 
(„Contemporanul”, de pilda), fie, mai ales nume copiate dupa cele folosite in statul de la 
Rasarit, de unde venea lumina: „Tinarul Leninist”, „Orizont”, „Scinteia” etc. Tot ce tinea de 
viata culturala, de la Scoala de literatura si Academie pina la titlurile revistelor, tindea sa devina 
copie obedienta a modelelor din tara sovietelor.(...)” 15 Fie ca vorbim de anii lui Gh.-Dej, fie 
de anii care au urmat sub Ceausescu, este stiut acum ca se urmarea permanent doar o 
„nationalizare” a tuturor bunurilor, inclusiv a celor culturale. Ziare, reviste, edituri, muzee - 
toate ajungeau puse la dispozitia celor care formau „poporul democratic”, fara a se lua in 
discutie vreun drept asupra proprietatii intelectuale, fara sa se recunoasca vreo elita creatoare 
de cultura. Pana si titlurile revistelor cu programe vechi mascau acum dictatura ideologiei 
comuniste. 

Daca au existat printre scriitorii care au si condus reviste literare in perioada comunista, 
si cu siguranta au existat, cei care faceau abstractie de „simplismul acestei ideologii”, refuzand 
sa priveasca macar catre preceptele comuniste, ei nu reuseau sa sustina vreun alt tip de 
ideologic; insa niciodata nu ar fi reusit sa aleaga vreo cale de intoarcere la programul initial sau 
originar al acelei revistei, cum ar fi spre exemplu, Vatra, Convorbiri literare etc. 
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Abstract: This paper argues the contribution of Romanian criticism to defining the ‘90s poetic 
generation. The term ‘generation ’ had been used mostly in the 20 th century, to divide the poetical 
movements which every decade, seemed to develop new specific features. Although during the 
communist era, it was justified and accepted by the literary world, after the revolution from December 
’89, things got complicated as freedom was gained and there was felt the need for change. So, critics 
started to deny the functions of the term ‘generation ’, some of them arguing that it represents an old 
way of separating the different types of poetry. But although they dissolved the use of the ‘generation ’ 
word, they could not find another term to replace it, in order to describe a structure of the poetry books 
which kept being released on the market. 

Keywords: generation, poetry, poetic self, critic, communism. 


Termenul de generatie a fost pus in discutie de nenumarate ori de catre critici, acestia 
contestand sau exprimandu-si vehement dezacordul cu legitimitatea sa. Dezbaterile s-au 
inmultit in special dupa revolutia din ’89, cand libertatea individului nu a mai fost periclitata 
de regim. Confundat semantic de multe ori cu promotie, termenul generatie a fost folosit din 
cauza aparitiei unei nevoi de a uni sub aceleasi valori operele aparute in fiecare deceniu. In 
perioada ceausista jus title area existentei generatiilor poetice era data de insasi politica 
regimului, care prin tratamentele de teroare instituite, instiga la revolta, ce la randul ei unea. Pe 
de alta parte, era dificil ca un scriitor sa se afirme independent de un grup. Se formau in acest 
fel afinitati comune care justificau unirea operelor poetice ale autorilor sub aceeasi egida. Dupa 
decembrie 1989 nu au mai existat cauze suficiente, in opinia anumitor critici, pentru a 
determina aceasta nevoie de unire care sa motiveze aparitia unei noi generatii poetice. Insa 
daca acceptam aceasta ipoteza conform careia operele poetilor debutati dupa 1989 nu prezinta 
suficiente trasaturi originate comune care sa-i plaseze sub egida unei noi generatii, atunci 
intrebarea care apare este unde le incadram. Unii exegeti, precum Sanda Cordos, sustin ca 
generatia ’90 nu cuprinde o poetica de sine statatoare, si ca ar fi mai degraba o prelungire (prin 
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promovarea acelorasi valori) a generatiei anterioare, generatia ’80. Pe de alta parte, Paul Cernat 
desfiinteaza cu radicalitate impartirea pe generatii dupa 1989, sustinand ca acest fel de 
clasificarc face parte din vechiul sistem si introduce ideea necesitatii unui nou tip de impartire, 
fara a-1 denumi si a-1 dcfini insa. Lucrarea de fata isi propune asadar sa cerceteze in ce masura 
mai este valabil tennenul de generatie dupa revolutia din decembrie ’89 si sa studieze prezenta 
trasaturilor care fac din debutantii de dupa anii ’90 niste inovatori. Aceasta investigatie este 
necesara pentru a determina daca poezia aparuta dupa 1989 reuseste sa se desprinda de cea 
optzecista, apartinand in acest fel unei noi generatii poetice. 

Unul din criticii care a sustinut aparitia unui nou val de poeti este Mircea Martin. 
Acesta a condus sedintele cenaclului Universitas, cenaclu in care s-au format in principal 
scriitorii nouazecisti, a caror opera a fost validata din punct de vedere estetic si de catre alti 
exegeti. Si totusi, criticul nu a realizat un studiu amplu in care sa descrie particularitatile 
operelor poetilor apartinatori aceleiasi grupari. In anii 80, intr-un interviu luat de Titus Crisciu 
pentru Tribuna, mai precis, in 1987 1 , Mircea Martin se declara un sustinator al promotiei '80: 
„Aceasta promotie (’80) se afla acum in curs de afirmare si unitatea ei, pe deasupra diferentelor 
de «scoala» sau de temperament, mi se pare evidenta, chiar daca importanta nu-i este 
recunoscuta de toata lumea. Aceasta unitate sta, inainte de toate, intr-o anumita pozitie fata de 
cultura. Si orice ar crede diversi autori de articole si note (injurioase ori numai bascalioase), 
contributia promotiei ’80 va II destul de repede validata de istoria literara nationala.” Ferindu- 
se de a folosi termenul de generatie, criticul semnaleaza devreme, din mijlocul evenimentelor, 
faptul ca exista o serie de trasaturi comune care uneste operele optzecistilor intr-un tot unitar. 
Increderea in aceasta unitate are la baza ceea ce exegetul numeste o anumita pozitie fata de 
cultura, care este reprezentata in acelasi mod de operele scriitorilor in discutie. Odata cu 
trecerea timpului, s-a dovedit ca intr-adevar, istoria i-a pastrat pe optzecisti, care au devenit o 
grupare a carei opere au fost retinute. Optiunea de a serie o lucrare ampla despre aceasta 
miscare, a carei activitate se desfasoara in deceniul al noualea, nu este pusa in practica de critic: 
„M-am considerat, de altfel, de la inceput implicat in devenirea unora dintre reprezentantii ei 
nu numai in scris, caci exista si diferite alte moduri si prilejuri de a pune umarul la descoperirea 
de sine si afirmarea unui tanar scriitor. Desi le cunosc indeaproape opera de pana acum, nu ma 
gandesc sa le dedic o carte in exclusivitate. Asemenea carti sunt mai convingatoare cand sunt 
scrise chiar din perspectiva generatiei respective si la temperatura elanului ei creator. Dupa cate 


1 Mircea Martin, Radicalitate si Nuanta, Editura Tracus Arte, Bucuresti, 2015, p. 442; 
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stiu, ele, cartile, exista deja (am citit in manuscris una a lui loan Bogdan Lefter, alta a lui Mircea 
Mihaies), urmeaza sa fie publicate.” 2 Asadar, desi considera ca are un rol important in 
devenirea acestei grupari, nu numai in sens, ci si in descoperirea de sine, Mircea Martin nu 
include intr-un studiu dezvoltat caracteristicile comune care conduc la formarea unei unitati. 
Argumentul pe care-1 foloseste este legat de posibilitatea de a scrie o astfel de lucrare din miezul 
lucrurilor, fund mai convingatoare daca sunt evidentiate din perspectiva generatiei respective. 

Acestea erau argumentele aduse de Mircea Martin in perioada in care generatia ’80 isi 
desfasura activitatea, lipsa dezvoltarii unui studiu care sa-i prezinte pe optzecisti fund justificat 
prin lipsa unei viziuni dinauntru a criticului; intr-un alt interviu, luat cu zece ani mai tarziu, de 
catre Jenica Stanciulescu, rationamentele par sa se schimbe. Exegetul prezinta o schimbare de 
perspectiva, afirmand faptul ca lipsa scrierii unui studiu in care sa fie prezentate trasaturile ce 
unesc operele nouazecistilor intr-un nou val poetic, se datoreaza dorintei de a nu dezvolta o 
critica de sustinere: „Cenaclul (Universitas) a produs foarte multi scriitori in al caror destin eu 
continui sa cred. Evolutia lor ma preocupa, fireste, dar nu in forma unei critici de sustinere. El¬ 
am facut lucrul acesta pentru ca mi s-a parut nepotrivit si chiar putin indecent. Relatia mea cu 
acesti tineri scriitori a fost una destul de apropiata, amicala. Am alcatuit la un moment dat o 
familie spirituals, incat a ma erija apoi intr-un comentator «obiectiv», a emite judecati de 
valoare despre niste autori cu care, evident, am intrat in relatii de complicitate artistica, mi s-a 
parut deplasat si inaccesibil. Am considerat ca era datoria altora sa-i judece, sa-i situeze, sa 
faca, altfel spus, la aparitia volumelor lor, ceea ce eu insumi am incercat sa fac atunci cand ele 
nu existau decat fragmentar.” 3 Asadar, criticul nu a realizat o cercetare aprofundata nici a 
problematicii ridicate de valul poetic optzecist si nici a celei aduse de cel nouazecist. Daca in 
cazul optzecistilor, refuzul devine categoric din cauza faptului ca exegetul nu se considera a fi 
situat in mijlocul procesului de evolutie al noii miscari, in cel al nouazecistilor, dupa spusele 
criticului, impedimentul a fost cauzat de o prea mare implicare in formarea acestor scriitori. 
Prietenia dintre Mircea Martin si poetii nouazecisti il impiedica pe exeget sa se lanseze intr-o 
campanie de sustinere, conform afirmatiilor sale. Totodata, acest lucru semnifica si faptul ca 
eseistul plaseaza la acelasi nivel realizarea unui studiu care sa traseze trasaturile noului val, cu 
o scriere de sustinere si de promovare. 


2 Ibidem; 

3 Ibidem, p. 456; 
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insa Mircea Martin nu este singurul care nu a scris un astfel de studiu care sa fixeze 
particularitatile originale ale nouazecistilor, intrucat nici Laurentiu Ulici si nici Dan-Silviu 
Boerescu n-au realizat o astfel de cercetare. In afara de articole, al caror continut este desigur 
scmnilicativ, nu exista nicio cercetare ampla in care sa se stabileasca directiile comune 
nouazecistilor, directii care sa-i separe pe acestia din urma de antecesori. 

De asemenea, daca in multe ocazii Mircea Martin este refractar in a folosi termenul de 
generatie, inlocuindu-1 cu promotie atat in cazul optzecistilor, cat si al nouazecistilor, exegetul 
sfarseste prin a le folosi pe ambele, desi el insusi specified o serie de diferentele notabile: „Ar 
trebui in primul rand sa distingem intre generatie - care, cel putin din punct de vedere biologic, 
nu poate fi decat una la 30 de ani - si promotie. Impartirea pe generatii si promotii e o 
comoditate spre care te impinge insasi logica timpului, cronologia. Oricand se pot aduce 
corecturi sau contraargumente acestei abordari pentru ca nu este decat una printre altele 
posibile. Nu cred ca e aberanta, ea corespunde, in mare, evolutiei literare propriu-zise. De pilda, 
dupa ce, in a doua parte a anilor ’60, s-a afirmat o generatie numita astazi saizecista, in anii ’70 
s-au afirmat alti scriitori, s-a constituit o noua promotie si s-a produs, in consecinta, o anumita 
schimbare, mai vizibila in poezie decat in proza, de pilda, care a constat intr-un bemol pus pe 
exaltarea lirica, in aparitia unei unde ironice in poezie, a unui accent mai putemic de 
reflexivitate, intr-o folosire mai atenta si mai rara a metaforei.” 4 Astfel, criticul considera ca 
este o consecinta normala a cronologiei procesul de impartire in generatii si promotii, dar nu 
explica amanuntit mai multe diferente intre cele doua. Singurele deosebiri par a fi cele ce tin 
de perioada de timp dintre ele si faptul ca promotiile nu produc opere cu schimbari majore, 
liind legate de cele produse de generatia anterioara. De altfel, exegetul considera ca este 
indreptatit ca si alte incadrari sa fie puse in discutie, cu o la fel de legitima aplicabilitate. Odata 
cu aceasta continua comutare apare o instabilitate cauzata de lipsa fixarii unor definiri stabile 
a notiunilor de generatie si promotie. In opera sa Generatie si creatie, criticul afirma ca 
„gcncratia nu inseamna altceva decat un ritual cotidian de trecere spre solitudinea escntiala a 
creafiei” 5 . Definitia lui Mircea Martin demonstreaza faptul ca generatia uneste prin 
semnificatia ei, structurile comune operelor apartinatoare. Care sunt insa criteriile care stabilesc 
daca optzecistii respectiv nouazecistii formeaza o generatie sau o promotie poetica? Aceasta 
intrebare este justa intrucat nu exista un studiu care sa clarifice care sunt trasaturile care fac din 


4 Ibidem, p. 482-483; 

5 Raluca Duna, Tema lunii: generatii literare: despre generatii, de ieri si de azi, in Romania literara. Nr. 15, 2010, 
http://www.romlit.ro/despre generatii de ieri si de azi , [accesat 20.09.2015]; 
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valul poetic optzecist, respectiv nouazecism, o promotie / o generatie literara. Mircea Martin 
afirma ca scriitorii saizecisti ar fi constituiti intr-o generatie si ca saptezecistii ar li o promotie. 
Dar atunci ar insemna conform definitiei tennenului de generatie, care apare odata la 30 de ani 
din cele spuse de exeget, ca urmatoarea generatie ar fi cea nouazecista. Odata cu aceste 
afirmatii, apar insa alte intrebari fundamentale. Este generatia ’80 de fapt o promotie? in acelasi 
sens, sunt constituiti noii poeti nouazecisti intr-o generatie? Raspunsurile criticilor nu sunt 
complete si nu se stabilesc astfel niste criterii clare pe baza carora sa se determine diferentele 
notabile intre directiile poetice discutate. 

M. Vulcanescu este cel care teoretizeaza pe larg termenul generatie, incercand sa 
solutioneze problema confuziei care apare in jurul lui. Definindu-1 din punct de vedere biologic, 
sociologic, statistic, istoric, psihologic, cultural, politic si economic, sociologul considera ca 
generatia este o notiune lipsita de necesitate, care nu trebuie negata sau universalizata, ci doar 
inteleasa. Concluzia exprima faptul ca ceea ce ofera unitate generatiei consta in interesul 
dominant al membrilor ei, in problematica centrala a acestora. 6 Incercarea lui Vulcanescu 
aduce o clarificare partiala a problemei, dar este intregita de cea a lui Nicolae Manolescu 7 , 
acesta din urma plasand pe acelasi loc termenii de generatie si paradigma : „Istoriografia da 
na§tere istoriei literare, a carei «realitate» este produsul unor concepte. Cum ar fi chiar cel de 
generatie literara: istoricii literari nu mai cauta gcnerapi reale in intervale obiective de timp, ci 
determina aceste intervale prin aplicarea conceptului lor de generate ca paradigma 
dominanta.” Timpul nu mai este cel care dicteaza in opinia lui Manolescu impartirea in 
generatii literare, acestea aparand ca o consecinta a aplicarii unui anumit set de concepte asupra 
operelor. Pe de alta parte, peste zece ani, intr-un nou articol cu aceeasi tema, Manolescu 
prezinta o noua perspectiva, afirmand ca de fapt „nu exista o legatura clara §i inevitabila intre 
preluarea stafctci de catre o noua generate §i schimbarea paradigmei”. 8 Lacunele din definitii 
apar din nou, nefiind clar de ce Manolescu nu mai considera ca o noua generatie reprezinta de 
fapt o noua paradigma. 

O alta directie, prezentata intr-un interviu realizat de Daniel Cristea-Enache, Carmen 
Musat sustine ca „Despre generatii de creatie s-a vorbit intens pana in 1989 si foarte putin in 
ultimii zece-cincisprezece ani. Termenul «generatie» a fost utilizat de criticii generatiei ’60, 


6 Ibidem, [accesat 20.09.2015]; 

7 Manolescu, Nicolae, Editorial: Generatie literara, Nr. 2, in Romania literara, 2000, 
http://www.romlit.ro/generaie literar , [accesat 20.09.2015]; 

8 Ibidem, [accesat 20.09.2015]; 
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pentru a impune, intr-un context istoric deloc favorabil - cel de la jumatatea deceniului sapte 
al secolului XX nu doar nume noi de scriitori, ci si o viziune despre literatura fundamental 
diferita de realismul socialist al deceniului sase. In regimul totalitar comunist era foarte dificil, 
daca nu chiar imposibil, ca un scriitor sa reuseasca sa se impuna de unul singur. Forta grupului 
era importanta, cu atat mai importanta cu cat majoritatea celor ce au debutat in anii ’60 
apartineau si biologic, nu doar estetic, aceleiasi generatii.” 9 in opinia criticului, tennenul de 
generatie a aparut mai degraba ca o necesitate a situatiei didcile din sistemul comunist, cu rolul 
de a uni scriitorii sub valori care luptau impotriva viziunilor despre literatura cultivate de 
realismul socialist. Facilitarea acestui demers a fost data atat de varsta biologica a autorilor, 
dupa cum spune eseista, cat si de estetica pe care o cultivau. Odata cu revolutia, aceasta uniune 
ar fi intrat intr-un proces de dizolvare care a plasat sub un con de umbra acest tip de clasificare. 
Insa problematica unei clasificari, a unei ierarhizari a fost dintotdeauna pusa si daca nu sub 
egida unei generatii (referindu-ma la perioada de dupa 1989, dupa cum afirma si exegetul), 
atunci ar aparea din nou intrebarea „sub ce clasare”? Carmen Musat nu specifics insa care sunt 
metodele care sunt aplicate in studiul poetilor debutati dupa decembrie 1989. 

Apropiat de opinia eseistei, insa mult mai vehement, Paul Cernat neaga orice pomire 
de a clasifica poezia de dupa ’89 in generatii poetice, sustinand: „periodizarea pe caprarii 
generationist-decenale de tip generatia ’60-’70-80’-90-2000-2010 s.a.m.d. mi se pare, de la un 
punct incolo, irelevanta, inclusiv in ordine istorico-literara. O forma comoda, simplista de 
incadrare tradand un deficit conceptual si un anume autism localist. Unii i-ar spune, probabil, 
originalitate locala... Chiar asa: in ce parte a lumii se mai practica astfel de incadrari literare? 
Nu cumva avem de-a face, printre altele, cu o mostenire a ceausismului, un fel de combinatie 
stranie intre nostalgia «tinerei generatii» interbelice (numite de Dan C. Mihailescu «generatia 
‘27») si planurile cincinale?” 10 Argumentul criticului este acela al faptului ca aceasta forma de 
impartire a operei poetice este una demodata, formata pe un model comunist, care nu ar mai 
avea de ce sa functioneze odata cu depasirea acelei perioade istorice. Insa desi il neaga, nu il 
inlocuieste si nu aduce nicio solutie care sa ofere o clasificare pertinenta in favoarea celei 


9 Daniel Cristea-Enache, Literatura de azi, Dialoguri pe net , Editura Polirom, 2013, 
https://books. google.ro/books?id=tKkaAgAAQBAJ&pg=PT193&lpg=PT193&dq=laurentiu+ulici++generatia+ 

90&source=bl&ots=LdyoHFlZe7&sig=sii2knuOP3PnJpGamJwAmncCwNE&lil=en&sa=X&ved=0CB4O6AE 

wAGoVChMIibT 0tbgvAIVTFkUCh29wAq5#v=onepage&q=laurentiu%20ulici%20%20generatia%2090&f=f 

alse , [accesat 24.09.2015]; 

10 Paul Cernat, Obsesia generationista in Bucurestiul cultural, Nr. 12, / Supliment al Revistei 22, 
http://www.romaniaculturala.ro/articol.php?cod=6042 , [accesat 23.09.2015]; 
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desfiintate. in fine, putinele lamuriri care sunt aduse cu privire la clasificarea operelor poetice 
de dupa ’89 in generatii sunt nu reusesc sa dea raspunsuri definitorii, acest lucru datorandu-se 
poate si lipsei de consistent^ a studiilor. O elucidare pertinenta a problemei ar fi poate cea a lui 
Nicolae Manolescu, din articolul scris pentru Romania Literara in 2000, in care afirma ca o 
noua generatie literara inseamna o noua paradigma. Insa subiectul merita sa fie dezvoltat, 
intrucat prezinta o importanta semnificativa. 

Cei care il situeaza pe Iustin Panta in generatia ’90, fund de acord si participand tacit 
la acest mod de a imparti perioadele literare, considera ca exista trasaturi noi, diferite de cele 
ale poeziei optzeciste, care unesc operele poetice intr-o noua grupare. De unde provin aceste 
noi trasaturi si care sunt factorii care le-au influentat aparitia sunt intrebari la care s-a raspuns 
din unghiuri diferite. In primul rand, Sanda Cordos imparte autorii care au debutat dupa ’89 in 
doua grupari. Prima ar fi o prelungire a optzecismului, datorita faptului ca influenta asupra 
operei a avut loc tot in perioada comunista, iar a doua e cea a celor care au experimentat pentru 
o perioada libertatea lumii de dupa inlaturarea comunismului: „A doua serie care isi incepe 
acum viata literara cuprinde scriitori care - in opinia mea - configureaza al doilea val al 
optzecismului, scriitori care nu contesta, ci se simt solidari cu poetica optzecista pe care, prin 
noutatile aduse, o consolideaza si o rafineaza. As inscrie aici autori precum Adrian Otoiu, 
Simona Popescu, Caius Dobrescu, Andrei Bodiu, Marius Oprea, loan Es. Pop, Judith Meszaros, 
Floarea Tutuianu, Petre Barbu, Ovidiu Pecican, Corin Braga, Iustin Panta, Iulian Boldea, Radu 
Aldulescu, Dan-Silviu Boerescu, Horia Garbea, Mihail Galatanu, [...]. in sfarsit, o a treie serie 
de debutanti cuprinde tineri care (desi unii sunt apropiati de varsta celor din seria precedenta) 
isi fac studiile dupa 1990, au alte lecturi, alte experiente de viata si alte valori, incheaga, asadar, 
o alta sensibilitate, vizibila in tonul si tematica diferita a cartilor lor. Ma refer la autori precum 
Bogdan Suceava, Dan Lungu, Lucian Dan Teodorovici, Mihail Vakulovski, Stefan Bastovoi, 
[...]. Primele doua serii sunt, asadar, mai curand intr-un raport de continuitate, in vreme ce a 
treia se desprinde, tinde (uneori chiar realizeaza) spre o anumita ruptura fata de literatura 
anterioara.” 11 Astfel, exista doua generatii in acceptiunea Sandei Cordos: una a nouazecistilor, 
a celor care au avut experiente in societatea in care libertatea era castigata de individ, si una 
care e de fapt o prelungire a celei anterioare, a optzecismului. Este insa valida o clasificare a 
operelor poetice care se bazeaza exclusiv pe experienta poetilor? Unde incepe si unde se 

11 Sanda Cordos, Bursa debuturilor 1990 - 1999, Ancheta realizata de Cristina Spatarelu si Bianca Burta-Cernat 
in Bucurestiul cultural, Nr. 12 / Suplimentul Revistei 22, http://www.romaniaculturala.ro/articol.php?cod=6054 ; 
[accesat 27.09.2015]; 


517 






DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


termina influenta experientei asupra operei? in ce masura este aceasta un factor semnificativ in 
judecarea operelor de valoare? Toate aceste intrebari sunt juste pentru a determina daca 
nouazecistii constitute intr-adevar o generatie sau nu. 

In fine, Daniel Cristea-Enache considera ca exista fara indoiala o noua generatie, cu un 
nou program, care se desprinde de antecesoarea sa: „«Nouazecismul» a avut prima tinerete in 
ultimii ani ai epocii Nicolae Ceausescu si debuturile editoriale ale autorilor sai importanti au 
aerul unei lupte cu un sistem osificat care peste putin timp avea sa explodeze. Cristian Popescu, 
Daniel Banulescu, Dan Stanca, Radu Aldulscu, loan Es. Pop, Mihail Galatanu sunt scriitorii 
unei generatii-pivot, nascuta in ceausismul crepuscular si afirmata in primul deceniu de 
libertate, dupa cele patru de totalitarism comunist.” 12 Exegetul aduce in discutie, la fel ca Sanda 
Cordos, experienta din epoca ceausista, cu diferenta ca el alipeste cele doua generatii despartite 
de cea din urma, precizand de asemenea si criteriile de natura estetica, ce fac din operele 
nouazeciste componentele unui nou val poetic. Daniel Cristea-Enache mentioneaza o serie de 
trasaturi ale nouazecismului, aplicabile atat prozei cat si poeziei: operele „exploreaza anii 
totalitarismului cu o libertate de selectie faptica si o expresie plastica oferita de anii libertatii. 
[...] Mai repede sau treptat, se vede cum particularitatile artistice si obsesiile creative redevin 
mai importante decat cautarea si expunerea adevarurilor sociale.” 13 Faptul ca libertatea nu ii 
mai este refuzata individului schimba total viziunea acestuia asupra societatii, si daca sub 
regimul comunist poetul masca in texte printr-un act de revolta, acuzatii la adresa sistemului, 
in noua era, nu mai este interesat sa cultive aceeasi tehnica, din moment ce ii este permis sa 
exprime direct ceea ce crede. in opinia exegetului, acest nou val este unul polimorf, intrucat 
„nu mai exista un nucleu dur de generatie, un set de elemente care sa caracterizeze scrisul 
fiecaruia dintre componentii ei.” 14 Aceeasi opinie o are si Paul Cemat, care considera ca 
literatura creata de asa-numita generatie ’90 este una „a decompresiei, a intoarcerii refulatului 
si a recuperarilor de tot felul, in care «se varsa filoane multiple: neorealiste, vizionare, 
nonfictionale, mizerabilist-sexualiste, spiritualiste, cyberpunk-iste s.a.m.d. O expresie a 
tranzitiei posttotalitare, cu imaginarul ei defulatoriu, iesit din tatani, si cu obsesiile/ cautarile ei 
identitare, (neo)maximaliste.” 15 Desi criticii sunt de acord cu faptul ca nu mai exista un centru 


12 Daniel Cristea-Enache, Nouazecism , in Timpul, Nr. 198, 2015, p. 17; 

13 Ibidem ; 

14 Ibidem ; 

15 Paul Cernat, Obsesia generationista in Bucurestiul cultural. Nr. 12, / Supliment al Revistei 22, 
http://www.romaniaculturala.ro/articol.php?cod=6042 , [accesat 23.09.2015]; 
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la care operele poetice sa se raporteze, opiniile lor cu privire la constituirea poetilor nouazecisti 
intr-o generatie difera. Pornind de la aceleasi premise, directiile la care ajung sunt total diferite. 

in concluzie, criticii nu ofera delimitari clare in legatura cu cele doua generatii, 
optzecista si nouazecista, o serie dintre ei afirmand ca sunt strans legate, si ca cea din urma nu 
este altceva decat o prelungire a celeilalte. Mircea Martin s-a opus la o impartire de acest gen, 
afirmand: „Nu am fost si nu sunt insa de acord cu perspectiva anexionista, asimilatoare a 
optzecistilor pentru ca, voit sau nevoit, ea neglijeaza ori minimalizeaza noutatea literaturii 
nouazeciste. Daca optzecismul insusi e greu de unificat - si chiar lunedismul, nucleul sau dur 
(sa ne gandim la diferentele evidente intre Ion Stratan, de pilda, si Romulus Bucur sau intre 
Mariana Marin si Calin Vlasie) -, cu atat mai greu de acceptat este asimilarea productiei noului 
val.” 16 Criticul recunoaste autonomia noii miscari, chiar daca nu este clar in definirea unei 
structuri care sa o cuprinda. De asemenea, exista critici care sustin ca nouazecistii constituie o 
generatie noua, cu trasaturile ei particulare, bine diferentiate de cea a optzecistilor. in fine, ceea 
ce ramane de necontestat este faptul ca poetii de factura nouazecista reprezinta o noutate pe 
care critica a avut dificultati sa o defineasca sau sa o situeze intr-un context cultural. Faptul ca 
exista atat de multe divergente, demonstreaza ca literatura a intrat intr-un ritm accelerat de 
schimbare, care pana acum nu a putut fi incadrat in forme fixe, stabile. 
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Abstract: This study sounds one of the ways towards Absolute, looking for the eternity in the works of 
Mircea Eliade and Mihai Eminescu, and this way is the struggle against the tyranny of Time, being an 
invariable of artistic attitude from ancient times. 

According to the conceptions about Time which were expressed in literature, we structure the 
comparative study using the principal solutions of rescue from Time’s irreversibility: Love, Poetry, 
Myth and Faith, and also others belonging to Hindu spirituality: the Maya concept (the world like a 
dream) or Yoga system of transcendental meditation, amazingly similar with Magic Idealism - the 
philosophy of Roman ticism, this similarity being founded on archaic spiritual confluences. 

After the parallels carried out of Mircea Eliade’s and Mihai Eminescu's fantastic prose, we ascertain 
that both authors discover paths to eternity, winning Time, Mircea Eliade combining these paths with 
the science, as well as with the presence of profane element beside the sacred one - revealed only for 
initiated persons. 

The spirit included in Love, Faith and Art accompanies the battle against Time all over its way, for both 
Eminescu and Eliade, giving to it a sense and an opening to Absolute. 

Keywords: Absolute, Love, Poetry, Faith, spirit 


Lupta contra tiraniei Timpului §i a cfcmcritapi vie|ii a constituit un invariant al 
atitudinii umane manifestata in arta, din cele mai vechi timpuri. Putem aminti de la epopeea 
sumeriana a lui Ghilgame§, la basmele populare universale, la poezia araba de dragoste, 
ajungand, mai aproape de epoca culturala moderna, la sonetul renascentist. Cu toate acestea, 
avantul de a infrunta temporalitatea a cunoscut §i perioade de scadere, prin pesimismul 
dogmatic al Evului Mediu, care a favorizat recurenla unor teme §i motive precum memento 
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mori, fortuna labilis §i vanitas vanitatum, vizand imincnta morfii, instabilitatea destinului si 
de§ertaciunea, inutilitatea actiunilor. 1 

Abia in Rena§tere, prin opozifia fafa de dictatura spirituals a bisericii, s-a impus 
gandirea libera, afirmandu-se increderea inputerea transformatoare si creatoare a fiintci umane. 
Menirea creatorului de a lupta contra acestei advcrsitafi a Timpului, eternizand in versuri fiinta 
iubita, este o viziune auctoriala ce apare inca din timpul Rcnastcrii italiene, la Petrarca, pentru 
a cunoa§te o culminare in sonetul Shakespearian. Un etalon de lupta contra Timpului prin fori,a 
demiurgica a poeziei este Sonetul 18 in care “marele brit” confera imaginii iubitei frumusefea 
etema a anotimpului plenar, vara. Iubirea, ca eterna sursa a artei, §i arta - in chip de elogiu 
suprem al iubirii, se complinesc pentru invingerea cfemcritafii. 

Calitatile demiurgice atribuite geniului in Romantism, aspirafiilc catre infinit detennina 
aparitia unor solufii estetice de evaziune din real §i din Timp - in mil, oniric, natura §i cugetarea 
filozofica. in tara noastra, aceasta tema a Timpului este preluata de Eminescu, in poeziile sale, 
dar si in proza fantastica. Poemul Memento mori confine un model de cxistcnfa atemporala, 
inafara Istoriei si a amenintarii Mortii, prin “lumea-nchipuirii”, gandire mitica a poeziei, 
descoperita prin forta demiurgica a visarii. 

in secolul XX, omul modem, traind o criza cxistcntiala, incercand sa gaseasca solufii 
de salvare, revine la acecasi tema, timpului istoric, obiectiv, opunandu-i-se o durata personala, 
a sinelui. 2 Reflexivitatea §i autenticitatea sunt concepfii literare adoptate in noua convcntic 
modema. 

Parcurgand aceasta scurta panorama a conceptiilor despre Timp in literatura, putem 
afirma ca principalele solufii de salvare de ireversibilitatea timpului sunt iubirea, poezia (arta) 
- si ca resurse sau forfc ale imaginatici: mitui §i c redin (a. in legatura cu aspirafia eminesciana 
catre Absolut ca eternitate, Rosa del Conte remarca “caracterul sentimentului religios al lui 
Eminescu, ce se nastc mai cu seama din admirafia estetica a infinitului §i a imensului”. 3 

Pentm incadrarea crcafiilor lui Mircea Eliade si Mihai Eminescu analizate in acest 
capitol tematic, vom utiliza aceste cai de acces spre Absolutul Timpului, in funcfie de 
identificarea lor la cei doi autori. 


1 Matei Calinescu, Problema timpului in Cinci feje ale modernitafii, Iiditia a Il-a, Editura Polirom, Ia§i, 2005, 
p.32. 

2 Matei Calinescu, Op.cit., p.20. 

3 Rosa Del Conte, Eminescu sau despre Absolut, ed.cit., p.136. 
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1. Salvarea prin mit §i credinfa 

Bazate pe viziunea eminesciana, narafiunilc Dayan, Tinerefe fara tinerefe si Cele trei 
gratii, ii suprapun propria teorie eliadesca despre sacrul camuflat in profan, despre revela^i i §i 
semne, inificre in lumea miturilor. Cele trei naratiuni, la care se mai pot adauga si altele cu 
acccasi tema, a Timpului, au in comun §i structura de policier, dar §i sacrul ca alternative la 
suferinfa umana, chiar §i prin intermediul §tiinfei. intr-o prima paralela la tema timpului, ne 
vom referi la naratiunca Dayan, comparativ cu Archaeus, Sarmanul Dionis, poemul Memento 
mori. 

Micul roman Dayan, din 1981, readuce elementul miraculos specific prozei lui Eliade, 
in scenariul de roman polifist. O prima asemanare cu viziunea eminesciana o constituie orbirea 
inipatica a lui Dayan, care, asemeni lui Sarmis din varianta la Gemenii, sau poetului din Odin 
$i poetul, semnifica dobandirea unei alte priviri, cosmice, eteme. Asa cum spunea Ioana 
Em.Petrescu in Eminescu §i mutafiile poeziei romdnepi, pierderea vederii este de fapt 
dobandirea viziunii, “comunicarea directa cu cosmicul”. Mai mult, pentru cazul particular al 
lui Dayan, care §i-a pierdut un singur ochi, mitologia scandinava spunea despre zeul Odin ca 
“a dobandit capacitatea de a vedea invizibilul. (...) Ochiul unic al chiorului este un simbol al 
clarviziunii §i al puterii magice pe care o define privirea.” 4 Astfel, matematicianul Dayan este 
o replica la metafizicul Dionis din nuvela eminesciana Sarmanul Dionis, amandoi aspirand la 
cunoa§terea absolute, identificare cu divinul, primul prin §tiinfa, in timp ce al doilea prin vis 
romantic. 5 

Initiatorul lui Dayan, batranul Ahasverus, jidovul ratacitor, isi are originea in naratiunca 
Archaeus a lui Mihai Eminescu. El este Spiritul Universului, “anima mundi” si: “in realitate, 
Ahasverus poate li oricine dintre noi”, aceasta rcvclatic a lui Dayan corespunde intru totul 
textului eminescian: “e unul si acclas punctum saliens care apare in mii de oameni, dizbracat 
de timp §i spapu (...), pe cind carnea zugraviturelor sale apare ca o materie, ca un Ahasver al 
formelor, care face o calatorie ce pare ve§nica.” 

in Sarmanul Dionis, acest spirit al omenirii este umbra, conform invafaturilor 
maestrului Ruben: “omul cel vecinic, din care rasar tot sirul de oameni trecatori, il are liccarc 
langa sine, in orice moment”. Ideea ca sufletele tuturor liintclor izvorasc din sufletul universal, 
provine din fdozofia Upanisadelor, fiind apoi preluata de Schopenhauer. 6 

4 Jean Chevalier, Alain Gheerbrant, Dicponar de simboluri, vol.l, Editura Artemis, Bucure^ti, 1993, p.303 

5 Eugen Simion, Mircea Eliade, Un spirit al amplitudinii., p.241 

6 Amita Bhose, Eminescu $i India, ed.cit., p.126. 
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Motivul labirintului, al grotei, sau lumii de sub pamant, cu rol decisiv in procesul de 
in ip ere in sacru, poate fi intalnit §i in nuvela eminesciana Avatarii faraonului Tla. La Eliade, 
calatoria in subteran a lui Dayan, calauzit de Ahasverus, este asociata mitului lui Ghilgame§, 
prin asp i rati a dupa floarea nemuririi: “Dar cand, adineaori, mi-ai spus ca inaintam ‘ca intr-un 
tunel’, p-ai amintit, fara sa-p dai seama, de drumul lui Ghilgame§ pe sub pamant. §tii, cand 
pomise Ghilgames sa-1 caute pe Utnapishtim, ca sa afle de la el secretul nemuririi.” Spapul 
sacru, situat inafara Timpului, intr-un timp mitic, al originii, este subterana in care Tla gascstc 
aurul, marirea, “atotputernicia omeneasca”, unde cei care populau acest spapu “nici nu 
observau prezen^a unui om viu...Parea ca el e mort sau ca nu e defel §i numai ei sunt.” La 
Eliade, in Dayan, acecasi desprindere de timpul istoric marcheaza o alta inipcrc, in cautarea 
adevaratelor semniflcapi, care sa salveze omenirea de la distrugere: “Cum i-ai mai putea vedea, 
(...) cum i-ai mai putea auzi? Cei care au locuit candva in aceste case, sunt morp de mult.” 

Scopul calatoriei inipaticc a lui Dayan, pe numele adevarat Constantin Orobete, este 
gasirea ccuapci absolute, “ecuafia ultima”, care sa permita stapanirea Timpului. Prin 
descifrarea acestei ccuapi, inipatul devine stapanul universului, avand calitap demiurgice, 
asemeni lui Dionis - Dan din Sarmanul Dionis. Comprimarea timpului in ambele direcpi, catre 
viitor sau catre trecut, este posibila ^tiintific, prin formule matematice, in timp ce la Eminescu 
se obpnea prin concentrare si practici magice, sisteme mistice. Totusi, maestrul Ruben il 
inipaza §i el pe Dan in descifrarea, implinirea formulelor, doar ca aici “formulele sunt ve§nice 
ca cuvintele lui Dumnezeu pe care el le-a rostit la facerea lumei. ” 

Batranul Ahasverus din Dayan , mai mult decat maestrul Ruben al lui Eminescu( care 
reprezinta totodata si ispita), este un adevarat “maestru spiritual” 7 , el are rolul de a initia in 
revelapa cscntclor: “Punc-p intrebarea justa, continua batranul, singura care te intereseaza. 
Adu-p aminte de esenpal.” Si acest esenpal este, ca intotdeauna la Eliade, camuflat “in limbajul 
de toate zilele”. Chiar daca Dayan nu rcusc^tc sa gaseasca solupa la ecuapa ultima, care ar 
stabili data exacta a extincpei, el afla prin intermediul batranului ca revelapa secreta este 
dragostea: “adevarata dragoste este tot una cu nemurirea”. La acecasi concluzie ajunsese si 
Dionis - Dan, eroul eminescian, calatoriile sale in timp §i spapu avand in comun liinta angelica 
a iubitei Maria, singura salvare din aventura cunoa§terii: “Dumnezeu de-ar fi fost §i-ar fi uitat 
universul, spre a cauta un altul in ochii ei albastri.” 


7 Gheorghe Glodeanu, Coordonate ale imaginarului in opera luiMircea Eliade , Editura Dacia,Cluj-Napoca, 2006, 
p.195. 
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Principiul viefii este Iubirea, ca ultima treapta a inipcrii dcsavarsitc, a§a cum apare ea 
la Platon, in Banchetul. Este o iubire spiritualizata, “Madonna Intelligenza”, “intelcpciunca, 
care e totodata Femeia Eterna si femeia pe care ai s-o iube§ti.” incercarea lui Dayan de a 
dezlega aceasta ccuapc - problema a universului constituie un act de rebeliune gnoseologica 
§i implicit ontologica, deoarece, asemenea lui Dionis-Dan, i§i asuma un rol demiurgic: “timpul 
poate fi comprimat in ambele direcpi (,..)Atunci, totul e posibil, §i omul, spre nenorocirea lui, 
se poate substitui lui Dumnezeu”. Aceasta identificare cu Fiinfa provine tot din filozofia indica, 
asa cum spune Amita Bhose: “ revel ap a momentana a eroului, ca el e Dumnezeu, se leaga de 
gandirea “Upanisadclor” (....) sufletul uman se idcntiflea cu cel universal”. 8 

Rebeliunea lui Dayan nu a fost zadarnica, el gasind adevarata scmnificapc a stapanirii 
Timpului: mfelepciunea, proprie eroului crcdintei. La Dionis, salvarea prin c red in pi este 
inlocuita de o adevarata religie a iubirii, care il ajuta pe erou sa aleaga timpul §i spatiul, apoi 
chiar sa se sustraga oricarui timp istoric, in paradisul selenar: “Sarutarea ei il implu de geniu si 
de-o noua putere .(...) pana ce ajunsera in luna.” 

Puterea crcdintei, descoperita de Dayan, este cuprinsa in mit. Ca in Memento mori, 
pentru a stapani Timpul e nevoie de calitap magice, de o gdndire mitica, pe care numai Poetul 
le are: “Ascultand cu adancime glasul gandurilor mele, / Uriasa roata-a vremei inapoi eu o 
intorc.” Naratiunca eliadesca confine un mesaj similar, deoarece “Daca as fi geniu poetic, poate 
as gasi eu solupa”, spune spre final Dayan. 

In Memento mori, Eminescu arata cum, fara credinfa, moartea cosmica i§i poate implini 
amcnintarca: “E apus de zeitate §-asfintire de idei”, in timp ce doar fantezia artistului da iluzia 
nemuririi: “Din agheazima din lacul ce te-nchina nemurirei / E o picatura-n vinul poeziei §-a 
gandirei”, prin mentincrca legaturii magice cu taramul mitic al viepi vcsnicc: “-n |ara unde fug 
a lumii zile /Sa traiasca mai departe, stralucite si copile, /intr-a nopplor gradine stele cresc in 
loc de flori”, miturile fiind in fapt credinfe - in valori, esenfe eterne. 

Asemanarea cu Eminescu merge pana la o identificare a lui Dayan cu “marele 
Eminescu”, prin destinul tragic. Neinfeles de lumea desacralizata, Dayan stars este inchis intr- 
un sanatoriu de nebuni. Totu§i, finalul este deosebit de sugestiv. “ Mesager ” mitic, Dayan, chiar 
daca nu si-a implinit misiunea oficiala, prin reintegrarea sa cosmica din final, intretine speranta 
omenirii. El indica o cale de acces spre etemitate §i mit, prin credin{a §i iubire absoluta. Eliade 
vede extinepa ca fiind moartea lui Archaeus, Spiritul Lumii, iar faptul ca in final, prin 


8 Amita Bhose, Op.cit., p.129. 
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neelucidarea ecua^iei, Ahasverus e condamnat sa rataceasca in continuare, e spcranta ca 
omenirea nu este inca in pericol. Condipa salvarii este tocmai aceasta intclcgerc a escntclor 
eteme. 

Pe langa elementele de factura eminesciana, in Dayan apar constante ale filosofiei 
eliade§ti privitoare la fantastic. Credinfele populare se alatura conceptului de Archaeus si 
formulelor absolute ale Timpului. Inipcrca in sacru a lui Constantin Orobete este marcata de 
un anumit moment semnificativ, noaptea de 23/24 iunie, Noaptea de Sanziene. in acea noapte 
citise Dayan, cu mulp ani in urma, povestea jidovului ratacitor, §i tot intr-o noapte similara se 
desfa§oara reintegrarea cosmica prin moarte. Este momentul revelafiei, in care, potrivit 
cuvintelor personajului §tefan Viziru din romanul Noaptea de Sanziene : “Unii spun ca in 
noaptea aceasta, exact la miezul noplii, se deschid cerurile .Dar probabil ca se deschid numai 
pentru cei care §tiu sa le priveasca...”. Aceasta “deschidere” inseamna la Eliade ie§irea din 
timpul istoric si patrunderea in cel mitic. 

Mitul solstipului de vara, impreuna cu mitul lui Ghilgames si cu procedeul anchetei, 
sunt elemente specific eliade§ti. Ancheta structureaza cele doua planuri ale naratiunii lui Eliade 
: cel pro fan §i cel sacru. Ca in toate naraliunile sale, personajele se pot inilia sau se opun 
inifierii in sacru. Personajele impale apart in cxistcntci mitice, a cscnl,clor, a adevaratelor 
scmnilicapi, si ei sunt Ahasverus si Dayan, in timp ce cxistcnta profana este populata de 
personaje mediocre, cum sunt decanul Irinoiu si inspectorul Albini, care nu inlylcg decat 
raspunsurile exacte, verificabile, logice: ’’Foarte probabil, aji intrat intr-una din casele din 
apropiere (...)§i acolo, ati ramas amandoi, poate numai dumneata singur, ati ramas trei zile §i 
trei nopti... Dcci, in concluzie, nimic supranatural. Misterul s-a evaporat.” Teoria lui Albini 
este evident una profana: “In faja unei enigme care, aparent, pare a implica miraculosul, cea 
mai buna solupe este sa refuzi miracolul si sa caup cxplicapa cea mai simpla.” 

Mesajul nuvelei lui Eliade, §i al celei eminesciene este tocmai acela de a nu refuza 
miracolele, de a regasi mitul §i sacralitatea viefii. 

2. Salvarea prin creativitate §i iubire 

Nuvela Tinerete fara tinere(e, din 1978, raspunde acclorasi obsesii centrale umane: 
teama de moarte si setea de nemurire, si din nou se poate asocia cu o create eminesciana, 
Sarmanul Dionis. Nu intamplator titlul e o reformulare a titlului celebrului basm romanesc, a 
carui idee centrala este asp i rap a imposibila spre nemurire, dureroasa asp i rape transcendentala. 


526 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Ca in nuvela Dayan, in Tineretefara tinerete este cautata o solute la moartea cosmica, 
pentru refacerea cvolupei omenirii, §i pentru salvarea valorilor civilizapei. 

§tiin(a are si de data asta rolul central, prin efectul regenerator al curentului electric, de 
intinerire dar si de sporire a facultaplor mentale umane. Aceasta ficpunc lanseaza posibilitatea 
ivirii unui supraom, omul postistoric, dupa Apocalipsa. Totodata, aceasta descarcare de 
electricitate, poate sugera si o analogie cu fantezia creatoare, care apare printr-o iluminare 
interioara, un scurtcircuit, cand mintea trece dincolo de rapunc. 

La aceasta teorie §tiin(ifico-fantastica, Eliade alatura din nou credintclc populare. 
Evenimentul neobi§nuit din viapi profesorului Dominic Matei se produce in noaptea de Inviere, 
simbol al renastcrii la o noua viapi, “al transcendental §i al unei atotputemicii asupra vicpi”. 9 
De asemeni, exista o creel in pi populara privitoare la trasnet, care realizeaza “unitatea 
primordiala dintre sacra si profan” 10 , si anume ca, dupa spusele personajului Colomban :”cei 
care, adapostip sub un arbore, scapa teferi cand arborele e traznit, sunt ursip sa traiasca o suta 
de ani.” Este exact varsta pe care o atinge Dominic Matei, binein(eles fara s-o arate, inainte de 
a se reintoarce in l,ara, §i, ca in basm, sa reinceapa procesul de imbatranire galopanta, trecere 
spre moarte. 

Pe langa aceste influence mitice (mitul tincrepi) creatine si folclorice, in nuvela se 
inscrie un motiv, al dublului, care reitereaza cuplul Dionis, Dan - umbra sa, din Sarmanul 
Dionis. Aparat imediat dupa accidental ce-i redase miraculos o tinerete eterna, pentru a-1 ajuta 
in redescoperirea lumii, dublul lui Dominic este “o persoana pe care o asculta vorbindu-i mai 
ales in timpul somnului §i cu care uneori discuta amical sau in contradictoriu.” Fa|eta 
mctalizica, voce a sufletului, imaginatic, acest dublu este o ilustrare a crizei , scindarii 
pcrsonalitapi omului modern. Tota§i, ii corespunde dublul romantic din Sarmanul Dionis, care 
apare tot intr-un moment culminant al cxistcntci eroului, in pragul aventurii cunoa§terii, inainte 
de calatoria in tana, inainte de identificarea cu Demiurgul. La fel ca §i dublul lui Dominic, 
umbra lui Dan este “atot§tiutoare si-p va spune ce trebuie sa faci”, dar “cu toate astea (...) nu 
era decat un dialog al cugetarilor lui proprii, el cu sine insup” , ca in final “Dan vazu clar 
dcspartirca (iintci lui intr-o parte eterna §i una trecatoare.” Este exprimarea principiului 
platonician al ctcrnitapi sufletului, care la Eliade este intrapat intr-o liinta intermediary “intre 
natura §i om, om si divinitate, (...), materie si spirit.” 


9 Jean Chevalier, Alain Gheerbrant, Op.cit., vol. 2, p.174 

10 Gheorghe Glodeanu, Op.cit., p. 185 
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La fel ca in Dayan, §i confonn ideii filosofice kantiene din Sarmanul Dionis, §i in 
Tinereje jara finerefe este posibila comprimarea timpului in ambele dirccpi, spre viitor, sau 
spre trecut. Este vorba despre cele doua “mutapi”, cea a lui Dominic Matei, care dobande§te 
calita|ile omului postistoric - o “memoriefotografica ”, o capacitate de a acumula cunostintcle 
unei intregi umanitaji, si cea a Veronicai, care se intoarce in epoca preistorica a Indiei. Ambele 
fenomene se produc datorita trasnetului, §i sunt insotitc, la el, de intinerire, in schimb la ea, de 
o imbatranire rapida. 

Scopul intersectarii celor doua mutapi este acela§i ca la Eminescu, unde, in Scrisoarea 
V femeia este, prin iubire, izvorul implinirii launtrice a creatorului : “S-ar pricepe pe el insusi 
acel demon...s-ar renastc,/ Mistuit de focul propriu, el atunci s-ar recunoa§te / Si, patruns de¬ 
ale lui patimi si amoru-i, cu ncsatiu / El ar fringe-n vers adonic limba lui ca §i Horatiu.” 
Avantului de cunoaytere metafizica, Dionis ii gascstc un impuls generator, in iubirea divina 
inspirata de Maria, si in acest fel “Eminescu a conferit femeii o semnificatic de mari 
profunzimi, o demnitate unica, a asociat-o, prin dcsavarsirca puritapi §i cuprinderea afccpunii 
pe care le presupune, la lucrarea lui demiurgica.” 11 

La Eliade, rolul femeii este de a desavanp cunoayterea §tiintifica, de a facilita 
descoperirea lingvistica a originii limbajului. intoarsa in timpul preistoric, Veronica / Rupini 
are in mod repetat, in timpul somnului, crize de anamneza, ajungand pana la protolimbajele 
articulate, §i asta dupa ce pomise de la o sanscrita veche. O noua legatura cu Eminescu, care se 
§tie, fusese preocupat, ca orice romantic, de origini, iar in privinta originii limbilor 
indoeuropene, incercase sa compuna chiar o gramatica a limbii sanscrite. 

Titlul nuvelei eliade§ti, Tinerefefara tinere(e, este de o incarcatura simbolica deosebita. 
Spre deosebire de basmul cu care are unele asemanari, tinerctca obpnuta de Dominic traind in 
viitor este impletita cu batrane^ea, in sensul profund al bogapci de cunostinl,c §i experienta 
acumulate( intclcpciunc), modemii Hind adcvarapi antici. 12 

Confruntarea lumii profane cu cea sacra are din nou loc prin intennediul anchetei. 
Ini^ia^ii, cei care accepta miracolul, adica Dominic si profesorul Gilbert Bernard, sunt 
amcninl.alri in pcrmancnta de ccilalti, membri ai Siguran|ei, Gestapoului, care vad in orice - 
tradare, spionaj sau, mai mult, interes experimental. Acesta este motivul pentru care Dominic 
i§i ia o identitate falsa §i fuge in Elvcpa. 


11 Zoe Dumitrescu-Busjulcuga. Mihai Eminescu, ed..cit., p. 119. 

12 Matei Calinescu, Noi suntem, defapt, Anticii in Cinci feje ale modemitdfii, ed.cit., p. 37. 
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Ca in Sarmanul Dionis, finalul pove§tii lui Dominic pastreaza o ambiguitate intre vis 
si realitate. Atras de taramul natal, ca de o “Vale a Plangerii”, dupa ce vede o fotografie, 
Dominic se reintoarce in (ara, poposind in locurile unde ii incepuse aventura. Dar prietenii sai 
de pahar il asigura ca n-a trecut timpul, ca sunt tot in 1939. Totu§i, dupa moartea subita a lui 
Dominic Matei, ajuns din nou batran, ii sunt gasite in buzunar actele unui cetacean clvcpan, 
nascut in 1939... 

Armoni z and idei kantiene, concept arheic eminescian, metempsihoza ( in cazul 
Veronicai - Rupini), eroding folclorice §i science-fiction, fantasticul creat in Tinerefe fara 
tinerefe ilustreaza continua aspirate mioritica spre transcendent si spre misterele lumii, cu o 
gasire a sensului catastrofei, a cxtincpci, in crcdinta ca via(a s-ar putea continua, 
supraviepiitorii fiind titani ai cunoa$terii, ve§nic tineri. Mircea Eliade opune de fapt morpi 
cosmic efantezia, puterea orfica a crcapci. 

3. Salvarea prin credin|a §i arta 

Pe acccasi linie tematica se inscrie §i narapunca Cele trei grain din 1977, pe care o vom 
asocia cu Cezara §i basmul eminescian Fat-Frumos din lacrima. O solupc la moartea 
individuals este gasita de Eliade tot in stiinpl, dar medicina este §i ea complinita de alte 
contribute Chiar §i cxplicapile gasite de personaje pentru posibila vindecare a incurabilei bob, 
cancerul, sunt in mit, boala fiind pretext de regenerare mitica. Conform teoriei sacrului 
camuflat in profan, mecanismul regenerarii, rapit omului dupa alungarea din rai, este camuflat 
in teribila boala: “Insa§i dialectica crcapci cere ca procesul de regenerare sa inceapa numai 
cand organismul e amcnintat de moarte.” 

Medicamentul salvator, care confera si tinere|e ve§nica, este apa, dar o apa miraculoasa, 
a viefii, de la “Fontaine de Jouvence”, cu vadite asemanari cu apa urzita din lacrimi care reda 
vederea in basmul Fat - Frumos din lacrima, sau in acelasi basm al lui Eminescu - cu izvorul 
din care eroul rename prin voia Domnului: “Cand se sculara spre a merge mai departe, zise 
St.Petrea: - Doamne, fa ca acest izvor sa fie ce-a fost mai nainte.” 

Apa din Cele trei gra(ii se aseamana si cu apa izvorului din Cezara, unde batranul 
Euthanasius se a§aza spre a opri descompunerea, abandonare panteista in perenitatea naturii: 
“Raul curgand in veci proaspat sa ma dizolve §i sa ma uneasca cu intregul naturei, (...) batran 
rege din basme, adormit pe sute de ani intr-o insula fennecata.” Toate aceste miraculoase 
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salvari de Timp cu ajutorul apei se bazeaza pe semnificafiile cre§tine, biblice, care o considera 
“o poarta spre ve§nicie tocmai pentru ca purifica, vindeca §i intinere§te”. 13 

Mitul Persephonei este prezent si el in povestea tragicei oscilapi intre tincrctc §i 
batranefe a pacientei Eufrosina, o jumatate de an pe pamant §i cealalta jumatate in infern, din 
cauza intreruperii la jumatate a tratamentului administrat de doctoral Aurelian Tatara. 

Cuplurilor Dayan - Ahasverus, Dominic - eul sau spiritual, din celelalte nuvele, le 
corespunde de asta data o triada : doctorul Aurelian Tatara - prietenul sau, botanist §i poet , 
Filip Zalomit - §i preotul Calinic. Preotul ii destainuie inainte de a muri, lui Zalomit , care 
fusese concepjia doctorului Tatara, pe care o impartasca: “In corpul omenesc totul s-a 
pastrat,(...) deci s-a pastrat §i taina viefii ve§nice”, “ca Dumnezeu n-a abolit definitiv sistemul 
incifrat in stractura corpului si a viefii omene§ti”. 

Enigma expresiei “Les trois graces”, ultimele cuvinte ale doctorului Tatara, mort in 
imprejurari neobisnuitc, preocupa personajele narafiunii inca de la inceput, putand insemna 
imaginea a trei vile admirate de doctor §i prietenii lui in tincrctc : “separate §i totu§i formand 
un singur grup arhitectonic” prin annonia lor perfecta, ajungand in final sa se elucideze cu 
ajutorul inspectorului Albini, care o asociaza cu cele trei paciente tratate de cancer de doctorul 
Tatara : Aglae, Euphrosyne §i Thalia(Italia). Cele trei gra{ii este si numele unei sculpturi 
vencficne din secolul al XlX-lea, reprezentand un ideal al armoniei framuselii, sugerand astfel 
armonia cosmica, etema regenerare ciclica. 

Intriga polifista in care este camuflat sacral, ca §i in celelalte doua nuvele, cuprinde §i 
aici ancheta, cu victime §i chiar reconstituire. Din cei trei care cuno§teau secretul “celor trei 
gratii” mai ramasese doar botanistul - poet Filip Zalomit, ceilalp doi, doctoral si preotul, Find 
morfi. Ancheta pune fata in fata pe Zalomit cu inspectoral Emanuil Albini, care spre deosebire 
de inspectoral cu acela§i nume din Dayan, are inclinalii poetice, nu respinge imaginafia, dar 
se folose§te de ea tot in scopuri profane, pentru ca §tiinfa romaneasca sa nu lie depasita de alte 
fari in descoperirea acestui antidot miraculos. 

Si de aceasta data teoria eliadesca privind posibilitatea invingerii Timpului este 
intemeiata pe §tiinfa, dar nu lipscstc credinta si imaginafia. Poetul Filip Zalomit are rolul de 
mesager, amintindu-§i cuvintele parintelui Calinic despre cxplicapa bioteologica a vindecarii, 
si tot el este cel ales s-o intalneasca pe Eufrosina, singura pacienta ce supraviefuise din cele 
trei, afland astfel despre controversata ei vindecare. 


13 Jean Chevalier, Alain Gheerbrant, Op.cit.,vol.l, p.lll. 
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Finalul instaleaza din nou o umbra de mister asupra adevaratei semnificapi. Dcsi pana 
in acel punct al narapunii se afinnase ca medicamentul miraculos nu era decat o apa de izvor, 
combinata cu o doza importanta de c red in pi, ultimele paragrafe reiau ni§te meditapi de inceput 
ale poetului Filip Zalomit, care incerca sa-§i aminteasca, cu ajutorul unei rime, denumirea in 
latina a unei formule-planta, “Euphorbia moldavica id est impudica...”, §i se temea ca 
anchetatorii au descoperit-o deja... 

Prin toate aceste originale imbinari de filosofii si mituri ce confera efectul de fantastic 
eliadesc in Dayan , Tinere{e fara tinereie §i Les trois graces, este accentuata ideea eminesciana 
ce prelucreaza o teorie kantiana privind raportul identitate/ alteritate: “Omul are-n el numai §ir, 
fiinpi altor oameni viitori si tree up, D-zeu le are deodata (...) §i sufletul nostru are vecinicie-n 
sine - dar numai bucata cu bucata.” Moartea este urmata de o rena§tere, exista o nemurire 
ciclica, care intrctinc nemurirea statica, pe care sufletul uman o va visa si la care va aspira 
mereu. 

Incercarea lui Eliade, de a gasi sol up i ^tiinplicc pentru nemurire, remedii pentru 
batrane(e, moarte individuals sau cosmica, se dovede§te a fi in realitate metaytiin(ifica. 
Deoarece, chiar daca este vorba de matematica, ca in Dayan, de fizica, ca in Tinereie fara 
tinereie, sau biologie - cum s-a vazut in Cele trei gra(ii, solupa este tot rolul orfic al creapei, 
gandirea mitica, crcdinta. 

in momente de tragic impas spiritual cu care se confrunta civilizapa umana a secolului 
XX, Mircea Eliade readuce sacrul cu funcpa sa soteriologica, singurul menit sa lupte contra 
terorii Timpului. Speran(a de salvare e pretutindeni, caci, asa cum reiese din cuvintele lui 
Eliade : “Tot ceea ce este profan este, sau a putut fi, de origine sacra...” 14 §i asta pentru ca, 
spune Gilbert Durand - urmand o teorie filosofica platoniciana despre Ideile absolute, eteme, 
si sufletul uman - : “A cunoastc este (pentru Eliade) a rccunoastc.” 15 

4. Univers spiritual hindus §i romantic 

Noi experienfe de ie§ire din timpul istoric, sunt reliefate de Mircea Eliade in universul 
spiritual indian, in nuvelele Nopii la Serampore §i Secretul doctorului Honigberger, al caror 
etalon de comparape va fi din nou nuvela fantastica eminesciana Sarmanul Dionis. 


14 (apud) Eugen Simion, Op.cit., p.258 

15 ibidem, p.258. 


531 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Nopli la Serampore (1940), este o narapune fantastica, conceputa modem, cu un 
narator-personaj §i in plus, in spiritul autenticitatii proprii lui Eliade - unind gnoseologicul cu 
existenpalul 16 §i incluzand §i cxpcricnta sacrului 17 . 

Ca in majoritatea narapunilor eliade§ti, personajele se inipaza in sacm, si principalele 
elemente simbolice cu rol inipatic sunt romantice: noaptea, momentul propice misterului, luna, 
element cosmic romantic fauritor de magie: “Era penultima noapte inainte de luna 
plina.(...)Poate datorita farmecului acelui vazduh lunar, eram fiecare dintre noi inliorap si 
tulburap. Tacerea ajunsese acum inspaimantatoare §i parca Area intreaga incremenise sub vraja 
lunii”. in Sdrmanul Dionis, eroul reu§e§te sa foloseasca cartea de zodii §i sa iasa din timp, intr- 
un moment similar : “Aerul era blond §i varatec, iar razele lunei, patrunzand in camera lui 
Dionis, izbeau fa(a sa palida §i impleau sufletu-i plin de lacrimi c-o nespusa melancolie.” 
Despre conceppa similara indiana privitoare la funcpa magica, vizionara a lunii, Amita Bhose 
spune: “Conceppa despre luna a lui Eminescu ca o putere care inviaza ganduri §i intuneca 
suferin(e i§i are rczonanta in conceppa vedica.” 18 

In plus, la Eliade, acestor elemente regasite in nuvela eminesciana li se adauga fori,a 
sacra revelatoare a padurii din Serampore, de langa Calcutta: “Priveam nauci in toate parple, 
si parca ne infiorau singuratatea, arborii accstia necunoscup din juml nostm, care-si uneau tot 
mai mult ramurile pe deasupra noastra, ca si cum ar li vmt sa ne cuprinda”. 

Intriga Nopfilor la Serampore este magic-detectivista: automl impreuna cu prietenii sai 
- orientalistul Bogdanof §i olandezul pasionat de hinduism Van Manen, traiesc o experien(a 
stranie de intoarcere in timp si spapu, datorita magiei noptii indiene (prezentata si in Maitreyi) 
si zonei sacre create prin ritualul tantric de catre Suren Bose. Cele trei personaje se intorc in 
trecutul indepartat al Indiei: “mi se parea ca nu mai rccunostcam peisajul.(...) Parca ne-am fi 
gasit in cu totul alta parte a Bengalului, atat de ciudate imi pareau imprejurimile”, cu 150 de 
ani in urma, si asista ca martori (auditiv) la o crima, apoi chiar vorbesc cu persoane din acel 
timp. 

Dupa terminarea experien(ei, odata noaptea risipita, eroii se trezesc foarte obosip ca 
dintr-un somn: “cand m-am trezit, incepuse sa se lumineze de ziua. Ma simtcam inca vlaguit, 
fara nici un gand, fara nici o amintire”, si vor afla ca poate nici nu plecasera cu masina din 
bungalou: “Daca intr-adevar fusesem victimele unei iluzii?!” lesirca din timp se petrecuse in 


16 (apud) Sergiu Al-George, Arhaic f>i universal, ed.cit., p.l 16. 

17 ibidem, p.123. 

18 Amita Bhose, Eminescu $i India, ed.cit., p.42. 
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vis, la fel ca in cazul lui Dionis, visul recuperase fort a demiurgica a gandirii. Gandirea 
upani§adica confera visului aceea§i for|a magica de modelare a real itap i proprie creatorului 
romantic: “prin meditape (..,)omul poate sa simta trecutul §i viitorul in sufletul sau (...) in vis, 
el poate sa se apropie de spiritul creator al lumii.” 19 Trezirea din somn dupa experien(a inipatica 
este similara si la Dionis, in (inalul visului selenar e§uat: “ El se scutura oarecum din somn. 
Soarele se in alia, ca un glob de aur pe un cer adanc albastru.(...) Fusese vis visul lui cel atat de 
aievea sau fusese realitate de soiul vizionar a toata realitatea omeneasca?” 

Obsedat de straniul experienfei si dupa ce trecuse o vreme, naratorul ii cere cxplicapi 
unui ascet dintr-o manastire din Himalaya, Swami Shivananda. intrebarilor detectiviste ale 
eroului, ascetul le raspunde filozofic-ontologic, lansand conceptul lumii ca vis romantic - 
identificat in spiritualitatea indiana cu Maya, marea iluzie cosmica, unde “nici o intamplare din 
lumeanoastranu e reala(..,)intr-o lume de aparen(e, (...) oricine e stapanpe anumite forte (...) 
poate face (...) unjoc de aparen(e.” 

Finalul povestirii lui Eliade este invaluit in mister, ca §i (inalul din Sarmanul Dionis, 
naratorul impletind visul cu realitatea, inipat de Shivananda, care ii dezvaluise secretul 
iluziilor: sa nu crezi in legile ce le pot supune. intr-adevar “fantasticul lui Mircea Eliade este 
prin eminenfa un fantastic al ambiguitapi intre planul experienfei sensibile §i un metaplan in 
adancime”. 20 Aceasta concepfie despre iluzie guvemata de spirit (influcnpi a idealismului 
magic german)- aplicata apriorismului kantian, Dionis o prezinta in prologul lilozolic al 
aventurii sale gnoseologice: “In fapta, lumea-i visul sufletului nostru. Nu esista nici timp, nici 
spapu - ele sunt in sufletul nostru.” 

Prin trairea sacrului ca alegere din iluzia lumii, “Mircea Eliade se intalncstc aici cu 
opera marelui sau precursor Mihai Eminescu, care in narapunea “Sarmanul Dionis” 
prelucreaza o conceppe asemanatoare despre timp §i spapu.” 21 Toate aceste similitudini de 
viziune §i expresie i§i au originea in influenfa exercitata de universul arhaic indian asupra 
Romantismului, ocazie cu care “ Descoperirea Indiei a contribuit din plin la redescoperirea de 
catre romantici nu numai a simbolismului §i a sacralitapi cosmice dar, in directa legatura cu 
aceasta, a mitului, a imaginarului, a visului §i a psihismului de adancime.” 22 


19 Amita Bhose, Op.cit., p.125. 

20 Sergiu Al-George, Op.cit., p. 183. 

21 Gheorghe Glodeanu, Coordonate ale imaginarului in opera lui Mircea Eliade, p.l 12. 

22 Sergiu Al-George, Op.cit., p.9. 
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Tot o intrigS detectivistS sub care se ascunde o initiere spirituals descrie si nuvela 
Secretul doctorului Honigberger (1940). Tehnica narativS este definitS prin acccasi 
autenticitate, persoana I-a sg., naratorul-personaj, scriitor preocupat de fdozofie si religie 
hindusS, fiind implicat ca martor la initicrca in sacru prin Yoga a doctorului Zerlendi. 

Personajele initiate sunt doctorul sas Johann Honigberger din Bra§ov, orientalist, 
colcc(ionar de multiple antichita(i, cunoscStor al tehnicilor Yoga §i doctorul Zerlendi, savant 
indianist, dispSrut in mod misterios de acasS in 1910, dupS ce multi ani cercetase lucrSrile lui 
Honigberger. Naratorul, pasionat §i el de indianisticS, ajunge, prin intennediul rugaminpi 
nea§teptate a doamnei Zerlendi, sS aibS acces la biblioteca so(ului ei. Scopul acestei cercetSri 
este la inceput reconstituirea adevSratei biogralii a dr.Honigberger, inceputS de dr.Zerlendi, in 
special a tainei mortii sale, in 1869, chiar dupa ce se intorsese dintr-o cSIStorie in India. Pe 
parcurs, taina dr.Honigberger devine taina lui Zerlendi, atunci cand naratorul aflS ca nu murise, 
ci dispSruse brusc de acasa. 

CSutarea personajului-narator intre documentele din imensa biblioteca a lui Zerlendi, 
inceputa ca o anchetS , ajunge sa fie o adevSratS inifiere a sa in Yoga, citind intr-un caiet-jurnal 
codificat in sanscritS toate detaliile experienjei desSvar§irii prin aceastS tehnica, experienja 
trSitS de insusi Zerlendi. Predispozijia naratorului pentru initiere spirituals ne este dezvSluitS 
chiar de la inceput din afirmaUa sa: “Totdeauna am impSrtit oamenii in douS categorii: cei care 
concep moartea ca un sfar§it al viejii si al trupului §i cei care si-o infa(iscazS ca un inceput al 
unei noi existence spirituale.” Tot astfel metafizicul Dionis ni se prezintS in monologul 
filozofic, an un land prin ideile sale magic-kantiene aventura sa prin timp si spatiu: “DacS lumea 
este un vis - de ce n-am pute sS coordonSm §irul fenomenelor sale cum voim noi?(...) Dac-a§ 
pute §i eu sS mS pierd in infinitatea sufletului meu pan in acea fazS a cmanatiunii lui care se 
nume§te epoca lui Alexandru cel Bun de esemplu...” 

Cele cateva cuvinte gSsite initial de narator in Secretul doctorului Honigberger: 
“Shamballa = Agarttha = tdrdmul nevazut”, preced initicrca in nemurirea prin moarte, in 
gSsirea unui tSram Absolut, neaccesibil oricui, la fel ca misterul noptii de Sanziene, sau ca 
plenitudinea insulei lui Euthanasius. Vor urma, detaliat, etapele care conduc la initierea 
dcsSvarsitS, etape ce pot fi comparate cu cele ale zborului - vis al lui Dionis-Dan-umbra sa 
cStre timpul anistoric din paradisul lunar. 

Experienta yoginS a lui Zerlendi, reiterare a experientelor lui Honigberger, incepe cu 
ritmarea respiratiei (pranayama) si concentrarea mentals intr-un singur obiect, reu§ind sS treacS 
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de la stare de veghe la un somn treaz, dincolo de lucruri. Ritmarea rcspirapci efectuata dupa 
rugaciune ii aduce subiectului o stare de linistc si plenitudine, asemanat cu “sentimentul care 
te stapancstc cateodata dupa ce asculfi multa muzica de Mozart.” Tot muzica, adevarata muzica 
a sferelor, prin care “omul se poate asocia plenitudinii viefii cosmice” 23 , ascultata de Dionis 
ingcrestc cantata de Maria, precede concentrarea sa in cartea de zodii a lui Zoroastru. Conform 
spuselor lui Eliade din lucrarea sa ^tiintiflea dedicata tehnicilor Yoga, concentrarea intr-un 
punct tinde spre “lumina interioara descoperita prin concentrarea in lotusul inimii”, “lumina 
inimii” Hind “intalnirea cu propriul sine” 24 , ceea ce corespunde pe deplin cu starea lui Dionis. 

Obiectivul concentrarii lui Zerlendi este focul si ceea ce reu§e§te, “trecerea de la 
constiiiRa starii de veghe la con^tiinfa starii de somn”, con§tientizand icsirea din spafiu 
“vedeam oriunde mi-a§ fi aruncat gandul”, are corespondents in Sarmanul Dionis icsirea din 
timpul si spatiul istoric: “ Privi din nou la painjinisul de linii rosii - si liniile incepurS a se 
mi§ca...(...) El nu se mai indoia.. .de o manS nevSzutS el era tras in trecut.” 

Starea de somn conftient cu vise este urmatS de un somn fSrS vise §i in final de starea 
de transS catalepticS, un fel de moarte vie, finalizatS cu o stare de invizibilitate, retragere din 
lumina a corpului. Aceasta ultima etapa incepe cu o icsire din timp, timpul comprimandu-se 
“trupul nu mai participa la curgerea timpului”- moarte aparenta, in timp ce spiritul ramane 
activ. Accederea la lumea spirituals este denumita reactivarea ochiului lui Shiva, capacitatea 
de a transcende lumea simturilor,- zborul §i echivaleaza cu rebeliunea ontologica a lui Dionis- 
Dan, intervenind pericolul “caderii”: “cei care au “cazut” cel mai jos erau cei care izbutisera sa 
se apropie cel mai mult de Dumnezeire.” 

Invizibilitatea incercata de Zerlendi: “privind in jurul meu nu mi-am vazut umbra” 
poate fi asociata cu zborul spre timpul cosmic al lui Dionis, dupa ce isi lasase umbra pe pamant 
, transfonnandu-se in spirit inzestrat cu vesnicic: “mergea astfel pe luminatele strade fara ca 
luna sa-i faca vro umbra pe ziduri, caci pe-a lui o lasase acasa”. 

Shamballa, asemanata de autor cu “insulele albe” din mitologia budhista §i brahmanica, 
este “minunea aceea verde intre munfii acopcrip cu zapada, casele acelea ciudate, oamenii aceia 
fara varsta, care-§i vorbesc atat de pufin, de§i isi intclcg atat de bine gandurile”, o lume a 
spiritului nemuritor. Similar este si paradisul lunar in care ajung Dionis §i Maria , unde “ingerii 
(...)inganau cantarile ce lui ii treceau prin minte”, tot a§a transcend conditia umana eroii din 


23 Jean Chevalier, Alain Gheerbrant, Dicfionar de simboluri, vol.2, p.328. 

24 Mircea Eliade, Yoga: nemurire $i libertate, ed.cit., p. 82. 
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Cezara- pe insula mitica “taramparadiziac, (...) in care beatitudinea vic(ii adamice nu exclude 
beatitudinea “mor|ii frumoase”; §i una , si alta, sunt stari in care condi(ia umana - drama, 
durerea, devenirea - a fost suspendata” 25 . Astfel starea absoluta a timpului este identificata de 
Eminescu pe insula, sau pe luna, asa cum afirma acad. Mihai Cimpoi: “ Iar principalul obstacol 
ontologic care este timpul il va trece prin regasirea timpului originar, sacral, care izvora§te din 
el insu§i.” 26 

Finalul nuvelei Secretul doctorului Honigberger este contrariant, dezvaluind un nou 
efect de Maya, lume ca un joc al divinitapi supreme, la fel ca finalul Sarmanului Dionis. 
Camuflarea sacrului in profan do vedette uneori o suprapunere derutanta, autorul nu mai §tie 
daca ce a descoperit este realitate sau vis, chiar biblioteca lui Zerlendi disparuse de 20 de ani. 
Prin toata aceasta aventura spirituals spre Absolut, “Mircea Eliade descrie tocmai procesul prin 
care se ajunge la dobandirea in(elepciunii, cautarea echivaland aici cu insu§i fenomenul 
initicri i”. 27 

Surprinzatoarea similitudine de etape ale initicrii din Secretul doctorului Honigberger 
si din Sarmanul Dionis i§i are cauza in confluence spirituale arhaice indiene si romantice, in 
“surprinzatorul mod in care Novalis a anticipat si postulat insasi experien(a Yoga atunci cand 
vorbea de posibilitatea §i necesitatea ca spiritul sa domine corpul.” 28 in acela§i mod, prin 
aportul spiritului, defincstc §i Eliade experien(a Yoga, care este rena§terea “la o via(a 
sanctificata”, “prin incorporarea sacrului”, concluzionand ca “Idealul Yogai (...) este de a trai 
intr-un prezent etern, in afara Timpului”. 29 

Acest spirit, continut in iubire, credin|a §i arta, inso(e§te pe tot drumul ei lupta impotriva 
Timpului la Eliade §i Eminescu, dandu-i un sens §i o deschidere catre Absolut. 

Bibliografie 

1. Eliade, Mircea, Proza fantastica, vol.I, II, Editura Tana, Mu§ate§ti, 2007. 

2. Eminescu, M., Poezii. Proza literara, vol.I, II, Editie de Petru Cretia, (dupa editiile 
de Poezii §i Proza literara din 1973 §i 1977, ingrijite de Perpessicius, si completari), Editura 

Cartea Romaneasca, Bucurcjti, 1978. 

* 


25 Mircea Eliade, Insula lui Euthanasius in Despre Eminescu §i Ha§deu , p. 15. 

26 Mihai Cimpoi, Eminescu, poet tragic in Cdderea in sus a Luceafarului, ed.cit., p.8. 

27 Gheorghe Glodeanu, Coordonate ale imaginarului in opera lid Mircea Eliade, p.144. 

28 Sergiu Al-George, Op.cit., p.252. 

29 Mircea Eliade, Yoga: nemurire §i libertate, p. 366. 


536 







DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


3. Al-George, Sergiu, Arhaic §i universal. India in con§tiinta romaneasca, Editura 
Herald, Bucure§ti, f.a. 

4. Bhose, Amita, Eminescu §i India, prefata si postfata de Zoe Dumitrescu-Bu§ulenga 
(la editia din 1978), argument la editie de Carmen Mu§at-Coman, Editura Cununi de Stele, 
Bucure§ti, 2009. 

5. Calinescu, Matei, Cinci fe}e ale modernitdfii, Editia a Il-a, Editura Polirom, Iasi, 

2005. 

6. Chevalier, Jean, Gheerbrant, Alain, Dicfionar de simboluri, vol.I, Editura Artemis, 
Bucure§ti, 1993. 

7. Cimpoi, Mihai, Caderea in sus a Luceafdrului, Editura Porto-Franco, Galati, 1993. 

8. Del Conte, Rosa, Eminescu sau despre Absolut, Editia a Il-a, ingrijire, traducere §i 
prefata de Marian Papahagi, cuvant inainte de Zoe Dumitrescu-Bu§ulenga, postfata de Mircea 
Eliade, Colectia Discobolul, Editura Dacia, Cluj-Napoca, 2003. 

9. Dumitrescu-Bu§ulenga, Zoe, Mihai Eminescu, Editura Tineretului, Bucure§ti, 1963. 

10. Eliade, Mircea, Despre Eminescu §i Harden, Editie ingrijita §i prefata de Mircea 
Handoca, Editura Junimea, Ia§i, 1987. 

11. Eliade, Mircea, Yogcr. nemurire §i libertate , traducere de Walter Fotescu, Editura 
Humanitas, Bucure§ti, 2006. 

12. Glodeanu, Gheorghe, Coordonate ale imaginarului in opera lui Mircea Eliade, 
Editura Dacia,Cluj-Napoca, 2006. 

13. Simion, Eugen, Mircea Eliade. Un spirit al amplitudinii, Editura Demiurg, 1995. 


537 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


’’MARRIA GE IN HE A VEN” - FROM HARMONY TO THE BITTER TASTE OF 

THE ABSOLUTE 


Mihaela-Alina Chiribau-Albu 
PhD, ’’Ferdinand I” National College, Bacau 


Abstract: The paper reveals the way in which two of Eliade's characters of ’’Marriage in Heaven ” 
recreate the androgyne, through their compelling love story - both on the terrestrial and celestial levels. 
It is through love that Ileana and Andrei Mavrodin reach grace, recreate the androgyne and the lost 
unity of the world, celebrating their ’’marriage in heaven Love takes them away from the profane 
world, a world of appearances, of fakedness and illusion under the stigma of ephemeralness, adventure 
and fortuity. Becoming "androgynous ” through love, the couple Ileana - Mavrodin lies at the Centre, 
becoming the reflection of divine perfection, as the primordial pair experiences perfect love. 
’’Androgyny, as a universal way of expressing the coincidence of contraries and wholesomeness, 
represents more than a plenary state of being; it is freedom, perfection, sacredness. 

Keywords: androgyne, celestial, love, perfection, sacredness 


Prototipul iubirii ca unitate este intalnit sub forma androginului, unitate monadica din 
care deriva puterea lui inipala, faptul autoconccntricitapi. Avandu-se pe sine ca scop, 
androginul exista in propria dcsavarsire §i in vederea mentincrii acesteia. El nu devine, nu 
cunoa§te metamorfoza sau procesualitate, existand prin sine insusi ca model al plenitudinii 
uni tap i fundamentale, fara traiect intentional, un anumit scop sau tel. Unitate rivalizand cu 
principiul divin, androginul devine victima invidiei zeilor: monada devine diada, ratacind in 
cautarea timpului originar pierdut, cautand sa-§i refaca starea initiala. Ca stare de gratie/unitate 
este cuvantul cheie al iubirii in genere, „imblanzirea” fortelor antagonice si reinvierea lor intru 
deplinatate, modelul initial al lumii, al „varstei de aur” pierdute. Mircea Eliade fixeaza 
scmnificatia acestui simbol in coincidentia oppositorum. 

Romanul Nunta in cer propune, prin evocarea unei tulburatoare povesti de iubire (Ileana 
- Andrei Mavrodin), refacerea arhetipului androginului in plan terestru si celest. Autorul este 
preocupat atat de mitul androginului, cat si de ideea/starea de androginie, de perfectiune, de 
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implinire, astfel dorind sa reinvie unitatea si echilibrul primordial din illo tempore, prin care 
omul isi poate recupera unitatea si echilibrul sufletesc. 

Personajele traverseaza un itinerar labiritic, ce se construieste de-a lungul diegezei, in 
incercarea de a apara centrul, oaza de sacru in care s-au situat prin trairea unei iubiri miracol 
cu care fiinta umana se intalneste o singura data in viata: „ Cu o asemenea dragoste nu te 
intalnesti decdt o singura data in viata” 1 . Personajul feminin apare in ipostaza Femeii 
Absolute, o Afrodita deopotriva celesta si terestra, o „mama” a Erosului care implineste si 
macina destine. Modul in care Ileana traieste iubirea arunca personajul, si implicit lectorul, pe 
un itinerar labirintic ce se naste din pendularea intre modelul divin si modelul uman al iubirii. 
„Rapirea lumii la sine” ca model al iubirii divine poate fi injeleasa ca o atracpc a lumii 
transcendentale asupra celei pamantene, in scopul uni tap i - aducerea la sine, 
contemporaneitatea cu divinul care, potrivit lui Ficino, este un ciclu al cvolupci inchis asupra 
lui insusi: „Caci daca Dumnezeu rape§te lumea la sine, iar lumea este rapita de el, aceasta 
inseamna ca exista o neincetata atractic intre Dumnezeu §i lume, care in Dumnezeu incepe §i 
trece in lume, apoi se s(arsenic ultim in Dumnezeu, astfel ca intr-un cere ea se inapoiaza acolo 
de unde a plecaf’ 2 . 

Andrei Mavrodin si Ileana, personajele principale ale primei povesti de dragoste narate 
in romanul Nunta in cer traiesc o astfel de „rapire” divina, o „nunta in cer”, adica o comuniune 
spirituals desavarsita care transcende realitatea imediata si reface arhetipul androginului: ,, [...] 
la dragostea noastra nu se mai putea adauga nimic. Era perfecta, autonoma, impermeabila 
fata de oricare alta forta. Amandoi alcatuiam o pereche desavarsita, creati unul pentru altul, 
meniti sa crestem si sa murim impreuna. Unirea noastra aproape ca nu mai avea radacini 
pamantesti. Eu nu puteam uita extazul imbratisarilor, care ne smulgeau pe amandoi din fire, 
unindu-ne in alta lume. Poate ca numai o data la mii de ani taina unirii se mai implineste atat 
de desdvarsit... ” 3 „Androginizarea” prin dragoste situeaza cup lui Ileana - Mavrodin in Centru, 
ei devenind reflexia perfectiunii divine, perechea primordiala cunoscand unirea perfecta. 
Androginia, ca forma universala de exprimare a coincidentei contrariilor, a totabtatii, 
reprezinta mai mult decat o stare de plenitudine a fiintci; este libertatea, absolutul, 
divinul/sacrul. 


'Mircea Eliade, Nunta in cer. Prefata de Dan C. Mihailescu, Bucuresti, Editura Cartex 2000, 2002, p. 140. 

2 Vianu Mure^an, Fundamentele filosofice ale magiei, Prefata de aurel Codoban, Cluj-Napoca, Editura Dacia, 
2000, p. 132. 

3 Mircea Eliade, op. cit., p. 56. 
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Andrei Mavrodin, scriitor, isi va pierde pentru o vreme „identitatea”, va renunta la 
menirea sa de creator, lasandu-se „rapit” spre o alta realitate in care Erosul 4 si Thanatosul se 
suprapun, permanentizand trairea, rapirea, iubirea: „La inceput, revelatia nuntii si a mortii am 
avut-o inspdimdntator de concret, caci ramaneam amandoi fara simtire, vreme indelungata, 
uniti chiar atunci cand trupurile noastre zaceau inerte, sfaramate de o beatitudine care nu mai 
era a lor si pe care nu o puteam pastra decdt intr-o istovire suprema, in moarte... ” 5 Iar daca 
iubirea este un sentiment general uman, Erosul, prin esenta divina, devine calea prin care sacrul 
patrunde in iubire. Umanul patruns de Eros poate atinge desavarsirea divina 6 7 . Comuniunea 
erotica reprezinta chintesenta implinirii in plan terestru, dar si singura imprejurare in care Uinta 
priveste moartea ca o forma de etemizare la care umanul poate spera si chiar accede. 

Iubirea il zeifica, il etemizeaza, pentru ca hnbratisarea androginica presupune moartea 
in plan terestru, iesirea din contingent, atingerea centrului, a absolutului: „ [...] simturile mele 
erau atunci altele; nu mai cuprindeau volume si linii, nu mai receptionau senzatii si emotii, ci 
pared toate se topisera impreuna intr-o singura inima de foe si, cazut din raptul acela suprem, 
nu mai intuiam decdt o prezenta, din care nu maputeam smulge... Cat de luminoasa imi aparea 
atunci moartea!... Simteam ca suntem foarte aproape de ea, iar faptura aceea cosmica si 
libera, nascuta din imbratisare, este, ea insasi, moartea noastra, si ea nu poate fiinta decdt 
printr-o totala abandonare a carnii, printr-o definitiva iesire din noi...” 1 Andrei si Ileana 
traiesc, prin imbratisare, plenitudinea unitatii fundamentale, anuland limite, depasind conditia 
umana, „omorand” femininul si masculinul intr-o singura „inima de foe”, intr-o fiinta 
„ cosmica si libera ”, o forma de coincidentia oppositorum care echivaleaza cu perfectiunea, 
sacrul, Centrul. 

Apararea centrului inseamna, asadar, pentru cuplul care a refacut unitatea primara, 
apararea iubirii si a unirii perfecte. Iubirea ii sustrage lumii profane, o lume a aparentelor, a 


4 Eros, divinitate primordiala ce personifica dorinta, este un daimon, o fiinta intermediary intre zei si oameni, care 
ofera nebunia iubirii; prin Eros sunt impreunate franturile vechii naturi, el incercand sa vindece nefericirea spetei 
umane, alungand instrainarea din suflete: „[...] ne goleste de duhul instrainarii si ne umple de acela al inrudirii 
dintre noi, [...] el aducatorul de blandete, alungatorul de asprime, el cel darnic cu prietenia, zgarcit cu vrajmasia, 
milostiv in bunatatea lui; contemplat de oamenii stiutori, admirat de zei, ravnit de cei ce n-au parte de el, tinut la 
mare pret de cei care se bucura de el; Bunul Trai si Traiul Dulce, Traiul in placeri, Gratiile, Jindul si Dorul ii sunt 
vlastare [...]” (Platon, Banchetul. Traducere, studiu introductiv si note de Petru Cretia, Bucuresti, Editura 
Humanitas, 1995, pp. 115 - 116). 

5 Mircea Eliade, op. cit., p. 47. 

6 „Erosul este, in fond, un sentiment al lui Dumnezeu insusi, care a creat lumea, cu diferitele ei trepte, fiindca o 
dorea, si o dorea, fiindca o iubea. Iar iubirea lui Dumnezeu pentru lume nu era decat iubirea lui pentru sine insusi.” 
(P.P. Negulescu, Marsilio Ficino - iubirea ca factor cosmic , in vol. Filozofia Renasterii, Bucuresti, Editura 100+1 
Gramar, 2001, p. 308) 

7 Mircea Eliade, op. cit., p. 46. 
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falsului, a iluziei situata sub stigmatul efemerului, al aventurii si al intamplatorului: „Ma 
gandeam atunci cati ani din tineretea mea ii cheltuisem stupid, printre femei si card, traind in 
aventura, la mtamplare ” 8 . Mavrodin, chiar de la prima intalnire, traieste sentimentul re- 
cunoasterii dublului arhetipal, fixand in fiinta lui gesturi simple, dar care il apropie de starea 
de beatitudine. Momentul intalnirii aduce in constiinta si sufletul eroului impresia unui miracol 
de mult asteptat, o anamneza a unui sentiment trait candva. Discutand cu Ileana, band impreuna 
sampania, dansand, Mavrodin resimte faptul ca se re-cunosc, se regasesc, dupa o inexplicabila 
despartire. Trasaturile lizice ale Ilenei isi pierd conturul, importanta, pentru ca intreaga ei fiinta 
si tot ceea ce ea emana reprezinta „melodia luminoasa” pe care doreste sa o „cante” barbatul: 
„Aveam numai sentimentul, aproape patetic, ca s-a schimbat ceva fundamental in viata mea, 
ca am descoperit ceva nebanuit si neasteptat. Nici macar imaginea Ileanei nu o aveam precisa 
in minte. Dar de parfumul ei, din vazduhul ei, as spune, nu ma puteam desprinde. Gandurile 
se oprisera pe loc. Poate de aceea toata fiinta mea ma indemna sa grabesc pasul, sa merg 
destul de repede, ca nicio alia amintire, niciun gand strain sa nu se poata strecura si sfarama 
beatitudinea dulce in care pluteam. As fi vrut sa cant, atat. O melodie necunoscuta, 
luminoasa... (s. n. - M. C.-A.)” 9 Beatitudinea, asa cum este explicate de Mircea Eliade in 
Solilocvii, nu este nici experienta, nici stare de gratie. Ea este coincidenta definitiva a spiritului 
cu el insusi; beatitudinea presupune suprafirescul si globalul, totalitatea, identitatea cu sacrul, 
nu doar o stare de fericire declansata de „ taria si completitudinea raportului cu Divinitatea ”, 
ci mult mai mult - transcenderea oricarui raport, de orice esenta 10 . 

Revelatia comunicarii perfecte dintre eul propriu si eul fiintei predestinate se produce 
concomitent. Ambele personaje se inspaimanta de apropierea fizica a celuilalt, de dorinta 
permanenta de a fi aproape; prezenta Ilenei in timpul dansului ii apare lui Mavrodin drept 
completarea perfecta a fiintei lui, percepand-o, din primul moment, ca fiindu-i perechea. 
Unirea trupeasca dintre cei doi se afla tot sub semnul re-cunoasterii; cele doua jumatati 
sfartecate de fulgerul divin se regasesc ca dupa o lunga despartire: „ Ceasurile vaste, cand 
trupurile noastre s-au recunoscut, ca dupa o lunga, blestemata despartire, zdrobisera orice 
luciditate, orice rezistenta. [...] Prezenta aceea, de care ma temusem atat, pe care o stiam 
macerata ca piatra iadului, prezenta femeii iubite - care este, pentru orice barbat, demonie, 


8 Ibidem, p. 48. 

9 Mircea Eliade, op. cit., pp. 35 - 36. 

l0 Idem, Solilocvii, Bucuresti, Editura Humanitas, 2003, pp. 27 - 28 si Soliloquii, Bucuresti, Colectia „Cartea cu 
semne”, 1932., p. 27. 
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dezagregare, risipire - am simtit-o, de asta data, ca o implinire ingereasca a fiintei mele... (s. 

n.-M. C.-A.)” 11 

Romanul propune o viziune interesanta asupra itinerarului iubirii. Cei doi se situeaza in 
Centru chiar de la prima intalnire, care se transforma in dragoste, extaz, rapt, vraja, farmec etc. 
Cum? Prin magia privirii si a atingerii. Prima privire a lui Mavrodin, sosit la petrecerea 
prietenului sau, detaseaza, de tot ceea ce il inconjoara, mana Ilenei: „Si, din toate aceste 
fragmente, profduri, lumini, gesturi, fete, glasuri, am vazut deodata desprinzandu-se mana 
Ileanei, palida, cu degetele foarte lungi, aproape transparente. [...] Degetele mi s-au parut 
neobisnuit de insufletite, pared arfi fast singurul lucru viu printre toate acele fragmente de 
viata imbulzite in salon. Si mai era ceva, un amanunt care m-a obsedat apoi multa vreme: 
mana intreaga parea goala, degetele acelea palide si nervoase erau pared fdcute anume ca sa 
poarte un inel, si inelul acela le lipsea. Era o mana pur a, nelogodita, monahald... ” 12 O mana 
altfel, hierofanica, o mana contrastand cu restul, vie intr-o lume moarta; o forma prin care 
sacrul se manifests in banal. 

Intalnirea cu sacrul este prilejuita de lumina (in incapere au inceput sa se aprinda 
luminile); iubirea trebuie intclcasa ca dar al luminii, intre actiunca luminii si cea a iubirii Hind 
o relate de analogie. Soarele, vatra a luminii din cer, devine analog inimii, vatra a iubirii in 
sufletul omenesc; de aceea sageata iubirii patrunde in inima, devenind stralucire a iubirii. Mai 
mult decat atat, iubirea nu apare ca impact brusc, lovitura, ci indeobstc ca un curent, cmanatie 
continua, iradiere psihica ce merge de la indragostit catre obiectul iubirii. 

Sacrul este „activat” prin capacitatea personajului de a percepe lumina. Darul luminii 
fixeaza „obiectul” indragostirii, sco(andu-l in eviden|a, dandu-i aura de fascinate: nu devine 
nimeni „obiect” pasional pana cand lumina nu il prezinta privirii cuiva ca fund fascinant, 
miraculos; jocul stralucirilor, exaltarea, toate fac parte din ritualul luminii si, implicit, al iubirii, 
in vreme ce esen(a sufletului rezida in iubire a§a cum esenta luminii rezida in stralucire: „I-am 
vazut de mai multe ori fata la lumina becului. Alta, cu desavarsire alta. Concentrarea ii 
purificase pared trasaturile, ii alungise obrazul si o infiorata tristete ii inroura fruntea. (s. n. 
-M. C.-A.)” 13 . 

Erosul initiatic este o revelatie aflata in aura experientelor exemplare, pentru ca 
exprima, de fapt, setea omului de etemitate. Moartea, ca prag obiectiv, poate fi depasita si 


11 Idem, Nunta in cer, ed. cit., p. 43. 
l2 Ibide?n, p. 20. 
n Ibidem, pp. 29 - 30. 
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transformatS in Eros si etemitate doar atunci cand omul isi gSseste perechea. Cuplul unit prin 
iubire atinge desSvarsirea si trSieste in sens cosmic, universal, pentru cS androginia reprezintS 
gradul zero al dorintei. Perechea primordialS depSseste atat orgia simturilor, cat si beatitudinea 
spirituals, sintetizandu-le intr-o trSire dcfinitvS, intr-o „nuntS in cer”, ce corespunde 
androginiei. Iubirea celesta reprezinta fonna supremS de iubire, depSsind fonnele existentiale 
normale, eludand beatitudinea simturilor. 

Iubirea sterge tot trecutul, Mavrodin intrand intr-o zona a amneziei si a metamorfozei 
viziunii asupra vietii. Totul se transforma si este clasat, din perspectiva prezentului, in sfera 
ridicolului, a superficialului, a vulgarului. Situarea in centra anuleazS tot ceea ce constituie 
circumferinta, intr-o iradiere care face ca totul sS coincidS cu central. Iubirea ca pasiune 
unificatoare constituie modelul misticii in toate modelele religioase, realizand in cel mai inalt 
grad impScarea unicului cu diferitul. TrSirea in unitate inseamnS scSparea de grange, de tot 
ceea ce inainte era considerat limits. Altul, alteritatea nu mai este perceputS ca infern („L’infer 
c’est les autres” - Jean-Paul Sartre), ci ca parte integrants din sine - unitatea se recomandS ca 
eliberatoare de moarte (de infernul din celSlalt si din sine), moartea intervenind totdeauna ca 
alteritate, ca insinuare a altuia in spapul idcntitSpi. 

Unitatea insS exclude alteritatea, Hind prin definipe o stracturS androginS, o 
coincidentia oppositorum in care toate antagonismele s-au atenuat, gSsind cale de conviepiire, 
mai mult chiar, neputand exista unele fSrS altele. In unitate este imposibilS alteritatea, 
schimbarea, astfel meat alteritatea poate fi identificatS cu moartea, in timp ce unitatea este 
identitate si viafa. Viata etemS presupune, mai intai, intalnirea cu Thanatos 14 si iesirea din 
sine, alteritatea. 

Iubirea inseamnS deopotrivS pierdere si re-gSsire/re-cunoastere, completare si 
identificare in celSlalt. Pe mSsurS ce iubeste, sufletul ajunge sS-§i proiecteze sinele asupra unui 
alt subiect, confundandu-se cu acesta, situandu-§i gandirea in interioral lui, fSrS insS ca intenpa 
propriu-zisS sS vizeze anihilarea eului in celSlalt. In felul acesta, intalnirea cu alteritatea ar e§ua, 
de vreme ce eul si-ar pierde identitatea, rSmanand tributar unui alt sine. DacS se anihileazS eul 
in alteritate, atunci rclatia eroticS dispare §i nu mai poate fi actuals bucuria implinirii cStre care 
fiecare tinde. Eul vrea sS fie Eu in Tu §i Tu impreunS cu Eu, nicidecum un Tu rotunjit: „Platon 
numeric iubirea amarS, §i nu fSrS dreptate, deoarece acela care iube§te moare iubind; Orfeu 

14 Thanatos, zeul mortii in mitologia greaca. Desi important, acest zeu este pomenit in cazuri extreme, superstitia 
facand ca el sa fie rar invocat. (Victor Kembach, Dictionar de mitologie generald, Bucuresti, Editura Albatros, 
1995, p. 620) 
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numeric de asemenea iubirea un fruct dulce-amar. Iubirea bind moarte voluntara, ea este 
amara, intrucat este moarte §i este dulce intrucat este voluntara. Oricine iube§te, moare iubind, 
caci gandul lui, uitandu-se pe sine se indreapta catre cel iubit. Daca nu se gandcstc la sine, 
desigur nici nu se gandcstc in sine, si deci, sufletul sau nu lucreaza in el insu§i, acela nu este in 
sine insu§i, deoarece aceste doua lucruri, cxistcnta si actiunca coincid; nimeni nu actioncaza 
acolo unde nu este §i oriunde este el acponcaza. Asadar sufletul celui care iubeste nu este in el 
insu§i, intrucat nu acponcaza in el insu§i; iar daca nu este in sine insu§i, de asemenea nici nu 
traicstc in el insusi; cel care nu traiestc este mort si deci este mort oricine iube§te sau el traicste 
in altul” 15 . 

Iubirea inseamna asadar identificare in celalalt, revelarea propriului sine, eliberat de 
contingent, si intrat prin poarta Eros-Thanatos in eternitatea care „naste” forma perfecta - 
androginul, „marele Om”: „Pentru ca revelatia iubirii desavarsite aceasta e: te regasesti pe 
tine in clipa cand te pierzi. [...] De fapt, cunoasterea desavarsita a trupului Ileanei nu-mi 
revela ceva pe care il posedam, ceva care imi apartinea, ci imi revela propria mea fiintd, 
faptura mea minunata, perfecta si libera. In clipele acelea fulgerate, un mare Om - cosmic si 
viu - crestea din taina si cu trupul Ileanei” 16 . 

Daca iubirea este implinita §i unitatea restaurata, liccare transferandu-§i in celalalt 
radacinile propriei fringe, gandirea, dorin^a §i acpunca se fac, de frecare data, nu din sine insusi, 
ci din sinele celalalt. Nu pentru femeia [in sine] este iubita Ileana de catre Mavrodin, ci pentru 
atman, pentru principiul numai lumina, numai nemurire. in profimzimile sale, erosul presupune 
efortul de a depasi consecintele caderii in pacat, de a evada din lumea limitativa a dualitatii, de 
a restabili starea primordiala, de a depasi conditia unei existente scindate si determinate de 
„altul” 17 . Spre deosebire de simpla dorin|a ce moare automat odata cu satisfacerea, iubirea nu 
cunoa§te scopuri, limitari, in consecint.a este ve§nic nesatisfacuta. Dorind, mi§carea sufleteasca 
nu iese in intampinarea obiectului, ci se constituie intr-un centru de gravitate, o plasa in care 
lucrurile sunt asteptate sa cada: „Iubirea este creativa, suverana, este superioara, deoarece [ine 
de cauza careia ii obiectiveaza imaginile. Dorinta este receptiva, expectativa, dependents 
intrucat tine de efect, pe care tanje§te sa-1 pastreze. Superiorul creeaza inferiorul intrucat il 
iubeste; inferiorul dorcstc superiorul intrucat ii este temelie. Iubirea este manifestarea activa a 


15 Marsilio Ficino, Asupra iubirii sau Banchetul lui Platon. Traducere de Sorin Ionescu si C. Papacostea, 
Timisoara, Editura de Vest, 1992, p. 121. 

16 Mircea Eliade, op. cit ., p. 46. 

17 Julius Evola, Metafizica sexului. Traducere de Sorin Marculescu, Bucuresti, Editura Humanitas, 1994, p. 86. 
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erosului, in vreme ce dorin(a e un complement pasiv” 18 . Mobilitatea sufleteasca iese aici din 
discu(ie: „Ceea ce doresc dorind este ca obiectul sa ajunga la mine” (Jose Ortega y Gasset). 
Dorin(a este, prin urmare, pasiva, eul nu cedeaza nimic, ci, mai ales, astcapta sa se cedeze. 

Iubirea astfel definita trebuie in|eleasa si ca aspirate catre perfccti unc. Inferiorul 
(acandu-si o temelie din superior, icsindu-i in intampinare, se modeleaza pe sine prin altul: in 
iubire sufletul se misca spre zona superioara lui, o nazuin(a a celui ce iube§te de a se uni cu alta 
fiinta ce pare a li inzestrata superior, cu o perfectiune sau alta. Mavrodin este creatorul unor 
lumi fictive, are puterea de a da viata, asemenea unui demiurg, iar Ileana resimte dureros faptul 
ca ea nu are un asemenea „dar”: „ Tu faci ceva, imi sopti Ileana, tu creezi. Eu insa n-am niciun 
fel de dar, sunt numai o simpla femeie ” 19 . 

Tcndinta spre completare, umplerea golurilor existente se vede in unitatea realizata prin 
iubire. Mi§carea sufletului catre ceva intr-un anume sens deosebit, mai bun, superior vorbestc 
de fannecul exercitat de „obiectul” indragostirii. A te indragosti inseamna pentru moment a te 
simp fermecat de ceva si nu te poate fermeca decat ceea ce este sau pare a fi aproape de 
pcrfccpunc. Erosul existent in individ nu numai ca ii constituie fori,a vitala, dar il si ispiteste in 
vederea perfeepunii, ademenindu-1 inspre principiu. Prin Eros, toate lucrurile tind spre 
perfec(iunea divina: „Dorin(a de a-p create propria pcrfccpunc este iubirea. Cea mai inalta 
perfec(iune se afla in puterea cea mai inalta a lui Dumnezeu” 20 . 

„Nunta in cer” nu este posibila decat prin transcenderea nuntirii si a rodirii terestre: 

,,-Noi nu suntem opereche din aceasta lume [...]. Destinul nostru nu se implineste aici 
pe pamant. Noi ne-am cunoscut numai in dragoste. Dragostea e raiul nostru, dragostea fara 
fruct. Intocmai ca Tristan si Isolda, ca Dante si Beatrice [...] ” 21 . Asadar, Erosul si Thanatosul 
se contopesc in incercarea de a atinge Central, absolutul, iar cei doi se lasa purtati in „cer” 
acolo unde este posibila nu doar „celebrarea” nuntii, a unirii desavarsite, ci si permanentizarea 
acestei stari. 

Dar a ramane in Centra se dovedeste imposibil, pentru ca Ileana este cuprinsa, din 
perspectiva lui Mavrodin, de un „strigat pamantesc” care ii cere sa rodeasca. Dorinta ei de a 
procrea se intalneste cu teama barbatului si a artistului. Acesta e patrans de gennenele geloziei 
(,, [...] in marea mea emotie razbatea un inceput de gelozie. Ileana nu era deci fericita numai 


18 Vianu Mure^an, op. cit., p. 53. 
19 Mircea Eliade, op. cit., p. 56. 
20 Marsilio Ficino, op. cit., p. 127 
21 Mircea Eliade, op. cit., p. 56. 
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si numai cu mine. Ii mai lipsea ceva, simtea nevoia unei impliniri care, desi se facea prin mine, 
era dincolo de mine si ne despartea ” 22 ) si de surpriza de a descoperi o Ileana legatS de terestru, 
de material, de forte obscure si coplesitoare: „Setea ei de rodire mi-a revelat atunci o alta 
Ileana, cu radacini profunde, legata de pamant, arsa de un dor pe care nicio mangaiere de-a 
mea nu-l putea ostoi. Ma gandisem intotdeauna cu emotie la maternitate, dar destinul acesta 
mi se paruse de un ordin inferior, legat mai mult de intamplare si fiziologie si alimentat 
exclusiv de instincte. Nu crezusem ca dorul acesta poate covarsi uneori o femeiepana la totala 
risipire, ca poate patrunde toate zonele constiintei sale, marcand-o lent, subteran ” 23 . Pe de 
alta parte, artistul, scriitorul nu concepe un alt fel de „filiatie”, diferitS de cea de naturS 
spirituals. Soarta lui implied asceza, Hind asemenea cSlugSrului, menit sS rSmanS singur, fSrS 
urmasi. 

RSspunsul lui Mavrodin la chemarea terestrS a „florii-albastre” anticipeazS pierderea 
Centrului si destrSmarea cuplului: „ [...] mi-e teama ca iubirea noastra s-arputea adultera daca 
ar rodi aid, pe pamant, subliniai eu ultimele cuvinte. Ar deveni altceva; poate tot atat de 
pretios, dar nu atat de pur, de desdvarsit ” 24 . Pe acest itinerar, al indepartarii de centra, pana la 
disparitia Ilenei, ce il arunca pe Mavrodin in Infern, cuplul traieste labirintic iubirea, prin 
experimentarea unor urcusuri si coborasuri care traduc, de facto, ezitarile specifice oricarai 
traseu intortocheat, labirintic. Mavrodin trece prin momente de gelozie: „[...] gandurile ma 
duceau pe cai absurde, ridicole. [...] Dar de cate ori ma invada gelozia, ele se ingramadeau, 
otravitoare, in mine ” 2S , iar Ileana de tristete, deznadejde: „Darpeste cateva clipe am bagat de 
seama ca plange deznadajduit, cutremurandu-i-se tot trupul. [...] Pared faptura ei intreaga se 
despletise, bantuita de o mare, neomeneasca durere ” 26 . 

Asemenea lui Allan, Mavrodin va constientiza ca nimic nu este definitiv in dragoste, 
ca nu exista certitudini, iar indoiala distrage sentimentele, ce trebuie permanent vcrificatc, 
deoarece o singurS gresealS poate surpa esafodajul unei iubiri-miracol: „Saptamani intregi, 
luni chiar, traisem intr-un extaz continuu si, uneori, avusesem chiar certitudinea ca unirea 
noastra e chiar un miracol pe care numai cateva perechi l-au trait desdvarsit in lume. Si, cu 
toate acestea, nicio amintire cereasca nu mai ramanea pur a,ferma, cand-din pretexte stupide 
- indoiala incepea sa mi se strecoare in inimd. In acele momente infernale, imi judecam iubita, 


22 Ibidem. 

23 Ibidem, p. 55. 
24 Ibidem , p. 56. 
15 Ibidem, p. 62. 
26 Ibidem, p. 58. 
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asa cum isi judeca orice barbat intunecat femeia cu care s-a culcat o noapte; cu aceeasi 
cruzime, cu acelasi cinism, cu aceeasi dementa ” 27 . Ajunge un singur gest, o singura privire, 
iar uneori o simpla discutie pentru ca sufletul indragostit sa alunece dureros pe un tobogan al 
destramarii, din care nu mai e cale de intoarcere. 

Un alt motiv al „caderii” din „cer”, al indepartarii de centra il reprezinta demonul 
creatiei care il curpinde pe artist. Desi Ileana crede ca adevarata dragoste nu tine cont de nimic, 
nu e imorala chiar daca amputeaza viata cuiva, ingropandu-i talentul si creatia („[...] intalnirea 
noastra era singurul lucru esential, real, iar toate celelalte - munca, creatie, talent, onoare si 
cate vor mai fi - nu pretuiesc nimic, caci toate sunt zadarnicii omenesti ale pamantului ” 28 ), il 
intelege si se retrage din jural lui pentru a-i lasa libertatea necesara. Mavrodin traieste, in 
schimb, un adevarat descensus ad inferos, pentru ca lucreaza greu si e nemutumit de ceea ce 
creeaza: „Infernul acesta a durat pana la inceputul iernii. M-am trezit, intr-o zi, ca de obicei, 
stors pana la maduva si dezgustat de manuscrisul inform care se adunase in mapa de pe birou. 
Brusc, am intrerup lucrul si am regasit viata din iarna trecuta ” 29 . 

Calatoria in Italia se converteste intr-o incercare de recuperare a iubirii de la inceput, 
transformata, treptat, intr-o unire „ macerata de o ucigatoare otrava „ Cunoasterea trupurilor 
era acum ratacita; cautam amandoi, intr-o deznadajduita frenezie, sa regasim extazul acela 
care ne unea altadata atat de desavarsit ” 30 . Orgoliul masculin, conjugat cu cel al creatorului, 
il ipostaziaza pe Mavrodin intr-un Pygmalion care a creat-o si a insufletit-o pe Galateea, 
oferindu-i sansa de a trai o iubire unica, ce transcende limitele terestre: ,, Cand te-am cunoscut 
erai numai o femeie frumoasa si cuminte, care stateai intr-un colt sipriveai pe toti cu un zambet 
obosit. Nimeni nu banuia atunci ca sufletul si trupul tau sunt atat de desavarsite, ca pot fi atat 
de desavarsite. Eu te-am revelat pe tine tie insati, eu te-am ajutat sa te descoperi. Intr-un 
anumit sens, esti creatia mea. Daca nu m-ai fi intalnit, ai fi supravietuit in forme larvare, 
mediocre. Orice alta dragoste a ta ar fi ratat. Unirea noastra nu ai fi putut-o cunoaste pe 
pamant... ” 31 Raspunsul ii aminteste de interconditionarea creator-opera si de faptul ca unul se 
etemizeaza prin celalalt: Dar tu, sopti ea tarziu, tu ai fi putut cunoaste alta unire ca 


21 Ibidem, p. 63. 
28 Ibidem, p. 52. 
29 Ibidem, p. 71. 
30 Ibidem, p. 64. 
31 Ibidem , p. 65. 
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aceasta?” 32 , provocandu-i barbatului o imensa mila de sinele sau, scindat iremediabil de o 
eventuala disparitie a Ilenei. 

„Mutenia” ce il cuprinde anticipeaza sufletul mut de durerea pierderii iubirii. Mavrodin 
traieste, retrospectiv, un proces de me a culpa, legat de modul in care a privit, candva, ochii 
Ilenei. La fel ca in Maitreyi, privirea devine reprezentativa atat pentru felul in care poate 
schimba destinul, cat si pentru imaginea iubirii, a Erosului. Privirea pare a purta in ea vina 
tragica. E o „arta” ce se „invata” si poate deveni o „arma”: in functie de priceperea sau 
nepriceperea celui care o manuieste, aceasta deschide sau inchide drumul spre inima celuilalt. 
Modul cum privim ochii celorlalti reprezinta, de fapt, o reflexie a propriului ochi, a sinelului, 
a situarii intr-o anume Weltanschauung : „Ii vedeam [ochii Ilenei] altfel in fiecare ceas; poate 
pentru ca nu stiam inca cum sa-i privesc. Caci asta mi se pare lucrul cel mai greu de invatat 
in contemplarea iubitei: sa stii cum sa-i privesti ochii. Uneori, privirile noastre lovesc atat de 
nepriceput oglinda ochilor iubitei, incato turburd, aburind-o; sau, si mai grav,fac ochii opaci, 
le da un luciu de teracota, de smalt colorat. Si sunt, de asemenea priviri crancene, care smulg 
retina sau opatrundsalbatic, sangerand-o, sau o intuneca... ” 33 Privirea este, asadar, o oglinda 
care reda ceea ce reflectam in ea. 

Mavrodin reflecta in privirea Ilenei setea lui de creator, implinita deopotriva printr-o 
„nunta in cer”, dar si prin „demonul” creatiei artistice ce se sustrage timpului, eternizandu-1. 
Artistul are puterea de a prelungi iubirea si frumusetea iubitei in opera de arta, iar Ileana, la 
randul ei, doreste sa prelungeasca aceasta iubire intr-o noua fiinta, rod al dragostei lor, 
intruchipare a miracolului si a beatitudinii pe care o traiesc: „Nu era vorba, asa cum gresit a 
putut crede Mavrodin, de un instinct specific feminin, cel al maternitatii, pentru ca atunci nu 
se intelege de ce Ileana isi parasise sotul dupa ce acesta ii ceruse sa aiba un copil. [...] Nu 
«maternitatea» ca atare era implicata aid, ci dorinta - de natura mistica - de a intrupa «nunta 
in cer», integrand-o in sfera vietii, intr-un anumit sens, sanctificand din nou viata... ” 34 Nu 
intamplator, Ileana asteapta seara de Craciun, care anunta o nastere sacra, pentru a-i spune 
barbatului de o alta nastere, cu valente sacre din perspectiva femeii, o nastere ce ar fi putut 
conserva sacralitatea, misticismul iubirii lor. 

Barbatul percepe diferit momentul si traieste sentimentul ireparabilului, cand Ileana il 
„anunta” prin colindatori, prin jucariile din jurul bradului si lumanarile aprinse, fericirea de a 


32 Ibidem. 

33 Ibidem , p. 27. 

M Idem, Memorii, vol. II, editie si cuvant inainte de Mircea Handoca, Bucuresti, Editura Humanitas, 1991, p. 34. 
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fi mama: „ Simteam numai ca s-a rupt ceva, iremediabil, ca s-a intamplat undeva o spartura 
si, oricat m-as zbate, nu voi mai fi in stare sa cunosc fericirea de la inceput. Timpul luminos 
care se scursese de la prima noastra intalnire pana in clipa cand Ileana s-a dus sa stingd 
lumandrile pomului de Craciun mi se parea extrem de departat, asemenea unui paradis 
pierdut” 35 . Iubirea se circumscrie, cum am precizat, luminii. Gestul simbolic, al stingerii 
lumanarilor, asociat tristetii Ilenei anticipeaza finalul iubirii. Ucigandu-si copilul, Ileana se 
jerfeste pe sine, ramanand „pura”, adica „neroditoare” atat trupeste, cat si sufleteste. Disparitia 
ei confirma un sacrificiu savarsit in numele creatiei: „Tu nu esti ca ceil aid, ca noi... Soda 
Mesterului Manole s-a jertfit pe sine la temelie, iar eu ma temeam de o jertfa mult mai 
neinsemnata... [...] Trebuie neaparat sa-ti refaci viata, continua cu acelasi glas. Tu n-ai dreptul 
sa te ingropi alaturi de mine... ” 36 

Mavrodin ignora faptul ca tot ceea ce face Ileana nu sta sub semnul „intamplarii”, al 
hazardului. Ea nu alege sa fie mama la intamplare: rodul iubirii lor reprezinta sensul pe care 
femeia il da vietii si mortii, existentei in genere. Etemul conflict creatie - existenta, dramatic 
dezvoltat in Manastirea Argesului, motiveaza ruptura sufleteasca si „moartea” Ilenei. 
Sacrificiul constient, comparabil cu al Anei, eroina baladei, arata ca femeia accepta exigentele 
creatorului si rostul creatiei. Ileana „moare” in plan uman pentru a renaste in opera de arta. 
Mavrodin scrie povestea miracolului trait alaturi de Ileana, cerandu-i iertare prin romanul 
Nunta in cer si sperand intr-o reintoarcere. Opera lui, conceputa ca o „spovedanie” lucida, 
reprezinta find salvator al Ariadnei, prin care incearca sa iasa din infernul trait dupa fuga Ilenei; 
este o terapie impotriva nefericirii, prin care cel sortit singuratatii, des-perecherii, spera sa 
redobandeasca starea de Centra, paradisul pierdut, timpul luminos al iubirii. 

Plecarea ei declanseaza, asadar, un descensus ad inferos, o suferinta „amara si 
mangaietoare in acelasi timp ”, Mavrodin zbatandu-se intre speranta ca dorul o va aduce inapoi 
si viata de larva, din care iese la venirea primaverii. Renasterea naturii il face sa re-nasca in 
planul creatiei. Scrisul isi dezvaluie virtutile taumaturgice, pe de o parte, dar si rolul de a face 
etema „nunta in cer”, pe de alta parte. Scrisoarea prin care Ileana isi motiveaza disparitia 
dezvaluie faptul ca femeia nu poate suporta o „dragoste neroditoare”, sintagma validata nu doar 
din perspectiva procreatiei, cat si a creatiei. Atata timp cat au „nuntit” in „cer”, artistul a fost 
confiscat de aceasta iubire, nereusind sa finalizeze nimic din ceea ce incepuse sa scrie. Jertfa 


35 Idem, Nunta in cer. ed. cit.. p. 78. 
36 Ibidem , p. 83. 
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Ilenei reda, de facto, pe creator creatiei: „ - Asta inseamna ca n-ai sa poti scrie nimic definitiv 
pdna la urma, atata timp cat dureaza dragostea noastra... sopti meet” 2 ' 1 . 

Mavrodin depaseste unirea trupurilor, posesia, constiinta fiintelor separate si accede la 
miracolul refacerii androginului, a omului unic, care prin libertate si echilibru este la fel de 
putemic ca zeii. Asadar, erosul esential este initiere, predestinare, regasire, armonizarea 
masculinului cu feminulul si transcenderea lor intr-o coincidenta a contrariilor intruchipand 
unirea absoluta, mitul androginului. 

Mavrodin atinge Centrul, dar rateaza sansa sacralizarii definitive; desi transforma 
nuntirea terestra intr-una celesta, nu reuseste si sa ramana „in cer”. Are insa sansa creatorului 
si a harului artistic, etemizandu-si „nunta in cer” prin creatie. Ratarea este motivata, in primul 
rand, prin lipsa unei intuitii profunde - cea a elementului mistic: „Ileana nu le vorbise 
niciodata de acest «element mistic». Nici nu arfi stiut sa vorbeasca, de altfel, pentru ca nici 
macar nu stia ca e intr-adevar un «element mistic»: pentru ea era, pur si simplu, propriul ei 
mod de a ji, acelasi ca la toate femeile, dar asumat total si definitiv numai arareori ” 38 . 
Dragostea este o cale de cunoastere, un act integral prin care se reface unitatea primordiala a 
spiritului uman, redobandindu-se astfel unitatea si echilibrul interior, forta de a infrunta istoria 
si moartea. Viziunea artistica ascunde in ea conceptia omului Eliade care a top it in roman 
elemente de destin personal: povestea Ileana - Mavrodin aminteste de inceputul relatiei de 
iubire cu Nina Mares, care a facut un sacrificiu similar. 

In concluzie, romanul Nunta in cer confirma epic una dintre ideile exprimate de Mircea 
Eliade in Fragmentarium: omul se poate situa in centru - iesind din perimetrul limitei, 
indiferent de forma acesteia - prin dragoste, prin recuperarea starii adamice, prin refacerea 
androginului. Celebra asertiune a Fericitului Augustin - „Iubeste si fa ce-ti place” - este 
comentata de scriitor astfel: „Libertatea absoluta se castiga prin dragoste. Pentru ca numai 
prin dragoste omul isi iese din fire, se elibereaza de bestie si de demon. Numai o asemenea 
libertate este nevatamatoare pentru aproapele, pentru colectivitate ” 39 . 

Refacerea androginului este posibila in plan terestru, dar conservarea acestei stari 
echivaleaza cu o „nunta in cer”, cu o transgresare a limitelor umanului. Omul poate savarsi 
aceasta unire, dar nu o poate permanentiza decat prin moarte. Viata in plan terestru implied 
pierderea starii primordiale, caderea din cer. Eliade „transcrie” epic ideile din Floare-albastra 


37 Ibidem, p. 71. 

3i Idem, Memorii, vol. II, ed. cit., p. 34. 

39 Idem, Fragmentarium, Bucuresti, Editura Humanitas, 1994, p. 170. 
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- iubirea in plan terestru poate atinge desavarsirea, dar se inscrie, invariabil, in efemeritate: 
„Dragostea, mai mult decat oricare alta pasiune, e una din acele operatii neintelese care 
proiecteaza omul In afar a sa, il ajuta sa rupa cercul de fier al limitelor personalitatii si sa se 
asimileze, pierzandu-se in alta personalitate. Mai mult, desi actul e dureros - caci e o agonie 

- sunt intotdeauna prezente speranta si anticiparea unei beatitudini nedeslusite, ceva care n- 
a fast si nu va mai fi. Intr-un cuvant, dragostea e una din acele taine care dau omului gustul 
nepretuit si amar al absolutului ” 40 . 
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Abstract: Moving into transdisciplinary mirror is a a temptation that always chased the man, long 
before Lewis Carol carried Alice in “Wonderland”, a four-dimensional space, as loan Petru Cuban 
postulates in the study Journey in the world beyond, because the heroine, through several 
metamorphoses, based on different liquors and cakes mingled with hallucinogens, to complete its 
identity in multiple alterities.This is the flight essence, in the world beyond, that we will illustrate by 
referring to two substantial creations: ‘’Adam and Eve ’ ’ by Liviu Rebreanu and ‘ ’Wedding in the sky> 
by Mircea Eliade. 

Keywords: levels of Reality, conscience, soulmate, transdisciplinary mirror, Tertiary hidden mystery. 

, Cine, in lutnea asta, sunt eu?' Ah, iata ca acesta este marelepuzzle!" 

Lewis Carrol, Alice in /ara minunilor 


Trecerea dincolo de oglinda, in lumi paralele, oglinda transdisciplinard, 1 este o ispita 
care 1-a urmarit pe om dintotdeauna, mult inainte ca Lewis Carrol sa o poarte pe Alice „in 
Wonderland”, un spapu cu patru dimensiuni, cum va postula loan Petru Culianu in studiul 
Calatorii in lumea de dincolo, pentru ca eroina, prin repetate metamorfoze, bazate pe licori §i 
prajiturele impregnate de substance halucinogene, sa isi dcsavarscasca identitatea in altcritatap 
multiple. Metafora oglinzii camufleaza in chiar etimlogia termenului ideea de alteritate: 
„Cuvanul oglinda ( miroif) in franceza, vine de la latinescul mirare care semnifica a privi cu 
mirare. Acpunca de a privi presupune doi termeni: cel ce privcstc §i cel ce este privit. De unde 
vine mirarea, daca nu de la includerea terlului?” 2 Aceasta este cscnt,a zborului in lumea de 
dincolo.. .oglinda. 


1 „Oglinda transdisciplinara se gase§te §i intre §i dincolo de toate dimensiunile cunoa^terii”, in Basarab Nicolescu: 
Transdisciplinaritattea.Manifest, 2007: „ p.79 

2 Ibidem. 
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I. NOSTALGIA ZBORULUI 

„ ...sufletele lor se cautau de mult, poate de mil si mil de ani. ” 

Liviu Rebreanu, Adam §i Eva 

„Sufletul parca i se prabusca in ve§nicie, vertiginos, Avea scnzatia scufundarii, care 
insa nu-1 inspaimanta, nici nu-1 bucura [...] Caderea tinu o secunda sau un lant de veacuri-nu- 
si dadea seama. Se schimba insa pe ncsimtitc intr-o inaltarc [...] Plutea deasupra spatiului §i in 
afara timpului. Golul infinit ll inconjura, monoton [....] Sufletul in^elegea si se indoia intre 
regrete §i spcrantc. Singuratatea ll imbrap^a §i imbrati^arca ei ll tortura. 3 

Astfel i§i incepe corpul astral calatoria dedalica in Univers, pana sa gaseasca o noua 
intrupare in corp fizic: „Apoi chinul se lamuri inr-o astcptarc ca presimtirca unei schimbari 
inevitabile. Sufletul se zbuciuma in tulburarea viitorului prezent [...] Sferele lumii noi apasau 
fiinta sufletului si il margineau din ce in ce [...] Incepu scnzapa unei coborari prin planuri tot 
mai dense [...] §i deodata insasi constiinl,a parca se franse in doua, iar sufletul se inchise intr- 
un zid nepatruns.” 4 

Rudolf Steiner, parintele antroposofiei, 5 postuleaza existen^a triadei care alcatuicstc 
fiinta: ,,Omul are corpul sau fizic. Prin acesta el traie§te in tiecare moment in actualitatea fizica 
a Pamantului. Omul are corpul sau eteric. Prin acesta el isi traie§te de fapt vial,a neincetat, pana 
inaintea nastcrii sale, cand §i-a adunat corpul eteric din eterul cosmic general. El are corpul sau 
astral. Prin acesta el traie§te tot timpul cxistcntci dintre moartea sa anterioara si aceasta 
coborare pe Pamant. §i apoi, el are eul sau. Aici el traie§te in via|a pamanteasca anterioara [...] 
Corpul astral este divizat in Eu si Sinea spirituald. ’ ’ 6 Regasim in teoria antroposolica elemente 
preluate din Antichitatea tarzie despre vehiculul sufletului, teoria platoniciana si doctrina 
aristotelica, la care face referire §i Rudolf Steiner in Confcrinpi I. Antroposofia. Dorul omului 
actual. „Oamenii vechilor vremuri sim^eau cum sufletul se ridica in Cosmos. Vedeau ceea ce 
a disparut inauntrul Pamantului, ceea ce a disparut inauntrul elementelor, ei vedeau ceea ce se 
intoarce din departarile Cosmosului, din stele; ei vedeau, la moarte, sufletul uman disparand, 


3 Liviu Rebreanu: Adam §i Eva , 2004, p. 41 

4 Ibidem, p.42 

5 ANTROPOZOFlE s. f. Cale de cunoastere a lumii si a omului care abordeaza si dimensiunile spirituale ale 
acestora. - Din fr. anthroposophie. 

6 Rudolf Steiner: Conferinfa a V-a: Iubirea ca for(a de cunoastere. Organizarea omului, Dornach, 2 
februarie,1924 in http://www.spiritualrs.net/Conferinfe 


553 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


mai intai inauntru, in spatele portii mortuare, apoi cum se indreapta acest suflet uman pe drumul 
catre cealalta lume, §i ei il vedeau iarasi intorcandu-se din stele. Aceasta era vechea religie: 
revel ap a Cosmosului din ora nastcrii.” 7 Steiner i§i intemeiaza doctrina pe legea cauzalita{ii 
locale, cauza - efect: „Legea karmei spune ca destinul nostru, ceea ce noi traim in vial,a, nu 
este fara cauza, ca faptele noastre, trairile si cxperientelc noastre, sufcrintcle §i bucuriile noastre 
dintr-o via|a depind de victilc anterioare, ca noi inline ne-am faurit, in victilc trecute, destinul 
nostru. §i, prin felul in care traim azi, ne cream cauzele pentru destinul care ne va ajunge cand 
ne vom reincama.” 8 

Pe acest scenariu al reincarnarilor multiple i§i articuleaza Liviu Rebreanu substan^a 
narativa a romanului Adam A Eva, cartea cea mai iubita a scriitorului, testamentul sau literar, 
„ cartea iluziilor eterne,” cum o numeric, in care topcste, intr-o maniera inedita §i exotica, 
mitulplatonician al androginului, conccptia despre reincarnare, preluata din traditia budista, 
nuantata prin prisma teoriilor antroposofiei §i elemene ale geometriei sacre, prin simbolismul 
numeric al transmigrarii sufletului pana atinge Nirvana. 

Pretextul romanului a fost o scena traita de Liviu Rebreanu prin septembrie 1918 1a 
Ia§i: ,Adam si Eva mi-a fost inspirat de o femeie cu totul necunoscuta pe care am vazut-o pe 
strada Lapu§neanu. Femeia mi se parea cunoscuta, desi n-am vazut-o niciodata. Nu ne-am oprit, 
de§i am fi dorit amandoi. Din figura ei n-am re^inut decat ochii si mai mult privirea. Pe urma, 
a disparut pentru totdeauna.” 9 

Intre intamplarile majore ale cxistcntci umane, iubirea este, poate, singurul eveniment 
revelator al sinelui. Eminamente estetic, actul dragostei este in fapt un ritual, re- facand ceea 
ce a fost ab origo, anume androginul. in dialogul Banchetul, Platon face distinctia intre 
oamenii nelocuip de starea de grade a Iubirii §i cei care, prin iubire cosmica se contopesc in 
imitate: „ si un al treilea fel, care era parta§ la Urea fiecaruia dintre cele doua... Faptura aceasta 
omeneasca din vremurile acelea era un barbat- femeie, un androgin .” Toate cele trei tipologii 
erau constitute la fel:„ca un intreg deplin §i rotund, cu spatele si cu laturile formind un cere 
...cel barbatesc i§i avea obar§ia in soare, cel femeiesc in pamint, cel barbatesc-femeiesc in luna, 
luna dnind §i de soare §i de pamint [...] §i erau inzestrate cu o putere uria§a, iar mindria lor era 
nemasurata, astfel ca s-au incumetat sa-i infrunte pe zei.” 10 Barbatul, in acccpda lui Platon era 

7 Rudolf Steiner: op.cit., Domach, 19 ianuarie 1924 in http://www.spiritualrs.net/ 

s Rudolf Steiner: Karma $i reincarnare. Contribu(ii la ideea de reincarnare §i karma, in 
http ://w w w. spiritualrs .net/ 

9 Liviu Rebreanu: Marturisiri in Jurnal, I, p.318 

10 Ibidem. 
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inzestrat cu puterea cugetarii, sta sub semnul Soarelui, simbolul ratiunii. Femeia, in schimb, 
este vazuta prin aspectul principiului nascator, se revendica din Pamant, Terra Mater, Mater 
Genitrix, in termenii lui Eliade. Iar androginul, fiinfa privilegiata, traitoare in unitatea iubirii 
cosmice, este pecetluit de Luna, astrul tutelar al iubirii. 

Mircea Eliade imbogal.c^tc simbolismul androginului prin asocierea cu Legea atracflei, 
prin ceea ce numcstc coincidentia oppositorum, atractia dintre principiul feminin §i cel 
masculin: Ying- Yang, in mistica budista; Isis-Osiris, in mistica egipteana; Kali- Shiva, in 
mistica taoista. 

in conferinfa Iubirea ca for\d de cunoaflere. Organizarea - eu a omului, Rudolf Steiner 
abordeaza tema iubirii cosmice, pe care o vede ca o fort,a a cunoa§terii: „ acea iubire care este 
in stare sa se unifice cu o fiinta care nu este ea insa§i in lumea fizica, asadar este in stare de a 
putea simp efectiv ce se petrece in cealalta Hint,a, la fel ca si ce se petrece in propria fiinta, de 
a putea ie§i complet din sine §i a se aprinde din nou in cealalta fiint,a. ” 11 La intalnirea sufletelor 

- gemene se refera aici Steiner. Despre aceasta cautare si intilnire a sufletelor - gemene este 
vorba §i in Adam fl Eva si nu despre sufletele - pereche, as a cum se afirma in exegeza. 
Sufletul-pereche, a§a cum 1-a conceptualizat Platon, nu implied neaparat iubirea- Eros si nici 
atraepa sexuala. Rolul lui este de a ajuta la evolufia spirituals, afectiva, de a motiva actele 
celuilat, de a-1 modela. Sufletul - pereche este alteritatea cu Celalalt. 

Sufletele- gemene, insa, atunci cand se intalnesc, sparg toate convenfiile sociale si 
morale, in dorinta ardenta de regasire a unita|ii, este acea alteritate de gradul II, de care 
vorbe§te Humboldt, intalnirea cu Celalat in unicitatea absoluta. Acest aspect il subliniaza 
insistent §i Tudor Aleman: ,,Spat,iul §i timpul sunt piedici pe care sufletul strins in obezile 
materiale numai treptat le poate invinge. Apoi intervin obstacolele convcntiilor sociale,care de 
multe ori sunt mai putemice decat puterile oricarui om.” 

Iar atunci cand sufletele - gemene se intalnesc, nu le este indeajuns o singura viafa 
pamanteana intru desavar§irea uni tap i lor,:,, Cu o singura viafa pamanteasca nu se poate 
intclegc aceasta,” spune Steiner. Rebreanu va folosi aproape aceleasi cuvinte, prin personajul 

- calauza Tudor Aleman: „ O via|a omeneasca nu ajunge insa pentru a prilejui intalnirea 
barbatului cu femeia.” Pentru ca sufletele-gemene implied o singura iubire, la toate nivelurile 
de Realitate, de la atractic, la sexualitate si pasionalitate, pana la uniune spirituala. Sufletele - 
gemene sunt barbatul unei singure femei si femeia unui singur barbat. Un om intalncstc de-a 


11 Rudolf Steiner: op.cit., Dornach, 2 februarie,1924, in http://www.spiritualrs.net/Conferinte 
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lungul vie^ii mai multe suflete - pereche, dar poate sS intalneascS doar un singur suflet - 
geaman. Atracpa dintre ele trece dincolo de cuvinte si prcjudccSp, se manifests la nivelul 
percept,!ilor, al vibrapilor energetice, al s tringurilor. Una dintre cele mai frumoase funcpi ale 
fizicii cunantice este cea a lui Paul Dirac: „ ( 5+m) v|/ = 0:” „ DacS douS sisteme interactionezS 
intre ele pentru o anumitS perioadS de timp si apoi sunt separate, nu le mai putem descrie ca 
fund doua sisteme distincte, cSci intr-un mod subtil, devin un unic sistem. Ceea ce se intamplS 
unuia dintre ele continuS sa il influenteze pe celSlalt, chiar daca la o distantS de kilometri sau 
ani-luminS.” 

Fizica cuanticS poate sa explice legStura indisolubilS dintre cele doua suflete, prin legea 
inseparabilita{ii, ele interacponand indiferent de distanta la care se aflS unul de altul. Iubirea 
sufletelor - gemene anuleazS legile macrofizice §i i§i gSse§te explica^ia prin legile fizicii 
cuantice si sunt aducStoare de luminS unul altuia. Iar intalnirea lor nSvalnicS este ascensiune, 
zbor, Nunta in cer, este oglinda si Terf Tainic Ascnns. 

Orice calatorie in lumea de dincolo, a§a cum preciza loan Petra Culianu, implied 
prezenta unei calauze. in romanul lui Rebreanu, calauza profesoralui Toma Novae, intemat de 
urgetRa intr-un sanatoriu, victima a unei crime pasionale, este batranul Tudor Aleman, care- 
1 initiaza inca din timpul viepi intr-o „metempsihoza improspatata.’ 

Regasim in argumentele invocate de Aleman sugestii antroposofice §i trimiteri la 
iubirea sufletelor - gemene, care transcende timpul si spapul:,,Barbatul §i femeia se cauta in 
invalmasagul imens al victii omene§ti. Un barbat din milioanele de barbati dorcstc pe o singura 
femeie, din milioanele de femei. Unul singur si una singura. Adam si Eva. Cautarea reciproca 
, inconsticnta si irezistibila e insusi rostul victii omului.” Nu Marea iubire, ci Unica iubire este 
tinta sufletelor - gemene, uniunea spirituals, iubirea desavarsita in Ter( Tainic Ascuns : ,, Prin 
iubire numai se poate uni sufletul barbatului cu sufletul femeii pentru a redeveni parte din 
lumea spirituals,” ii dezvSluie bStranul. De aceea, sustine Steiner, sufletele se cautS in §iral 
reincamSrilor: ,,dacS aceastS iubire, care apare ca foflS de cunoastcrc, a atins un anumit nivel, 
o anumitS intensitate, atunci dumneavoastrS ajungcp, prin cxistcnta prepSmanteascS, dincolo, 
in viata pSmanteascS anterioarS. VS strccurap dincolo, prin tot ce ap parcurs intre ultima 
dumneavoastrS moarte §i viata pSmanteascS actuals, in viata pSmanteascS anterioarS, in ceea 
ce numim incamSrile precedente.” 12 


12 Idem. 
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Cercul spiritului regenerat succesiv prin materie se intrege§te dupa §apte vicp, crede 
Aleman. Atunci cand intr-o incarnare sufletul nu si-a gasit geamanul, omul simte zadarnicia 
victii, iar in clipa mortii scanteia dinprivire transmite tocmai aceasta durere adanca a celui care 
a trait neintregit suflctcstc, pentru ca „ a trait in zadar. ’ ’ Abia a qaptea vial,a presupune uniunea 
cu sufletul - geaman, moartea a §aptea aducand iluminarea:,, Fiindca moartea a §aptea 
inseamna sfar§itul cxistcntci materiale §i inceputul intoarcerii in lumea spiritual, sufletul 
retraie§te intr-o strafulgerare toate vicfilc anterioare pentru a se putea bucura mai deplin de 
stralucirea vicfi i noi, eterne, ce-1 asteapta. De acum nu va mai rataci in sferele lumii materiale, 
ci, transformat in principiu pur, echilibrat iara§i in atom spiritual cu celalalt sufle, redevenit 
principiu, i§i va relua existen|a divina in planul spiriual.” 

Narapunea este marcata de recurenta cifrei §apte, investita cu varii semnificapi. 
Compoziponal, discursul epic se articuleaza pe §apte micro-romane, ilustrand „cele saptc vicp 
sau reincarnarea celor doua suflete, care in planul divin constituie unul singur, alimentat de o 
iubire eterna,” dupa cum aprecia scriitorul insu§i. Ansamblul reincarnarilor - metempsihoza - 
este imaginat ca o Samsara, sensul fiintci este de a sparge Samsara prin sacrificiu interior §i 
de a atinge armonia absoluta, Nirvana, cand spiritul individual - ataman- se identified total cu 
spiritul universal - Brahman. 

Toma este vizitat de Ileana, sopa emigrantului rus Alexandrovici Poplinski, fost ofper 
in armata iarului, stabilit de curand in Bucure§ti, femeia de care s-a indragostit la prima vedere. 
Pacientul i§i ream in teste momentul primei intalniri ,,pe o strada plina de lume”, cand, 
oglindinu-se in privirea ei, o rccunoastc ca suflet - geaman, ca femeie predestinata, simpnd ca 
„inima ei ramane in urma langa inima lui.” Pe patul de moarte, Ileana va rccunoastc 
dimensiunea sacra §i intalnirea de grape a sufletelor lor, intr-o marturisire dramatica : „§i acum 
din cauza mea se prapade§te[.. ,]Iarta-ma, Toma, iubirea mea, singura mea iubire 
dumnezeiasca !” 

Prin anamnesis, Toma Novae revede fulgurant inainea morpi cele sape intrupari: pastor 
indian (Navamalinka) ; monarh egiptean (Isit) ; scrib asirian (Hamma) ; patrician roman 
(Servilia); calugar (Maria) ; medic pe vremea Comunei din Paris (Yvonne) ; profesor 
universitar de filosofic in Bucurcstiul interbelic (Ileana). Titlurile capitolelor numesc 
incamarile arhetipului feminin. Fiecare poveste rememorata ilustreaza o incercare de a re-face 
cuplul arhetipal, scriitorul apeland la tiparul iubirii curtenesti (Ortega y Gasset). Aceasta 
presupune respectarea unor Leys d’amors si isi amplifica sufcrin(a prin obstacolele : 
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indepartarea de fiin^a iubitS; sentimentele sunt conditionatc de cxistcnta unui obstacol, care 
genereazS neimplinirea iubirii; moartea impiedicS implinirea terestrS, fizicS, dar une§te cuplul 
in planul metafizic. 

Omul i§i transforma emopile, gandurile, faptele in amintiri, care scriu istoria 
personala, istoria sufleteascS, acestea strSpung din subcon§tient cu fort a unui vulcan, aducand 
inprezent imagini din vctilc anterioare, inscrise in iiinta:,, ele sunt imagini a ceeace noi repncm 
in eul nostru din vietuirile avute in lumea exterioarS. ‘ ,13 DupS moartea corpului fizic, 
amintirile amprentate in acesta se intorc in Univers: „Ceea ce am avut ca interior in timpul 
viefii pSmante§ti, aceasta preia Cosmosul in sine. Iar ceea ce am intipSrit in Cosmos ni se da 
din nou [...] Amintirile pe care le avem in timpul viefii pSmantcsti sunt trecStoare; ele se 
imprSstiatc in Cosmos. Dar in spatele amintirilor se aflS sinea noastrS, se afla ceea ce ne este 
dat din lumea spirituals, pentru ca sS putem gSsi calea de la timp la etemitate.” 14 

Teza este ilustratS in constructul poetico - metafizic ce incadreazS reincamSrile si 
care puncteazS momentul desprinderii „corpului astral”, psyche de „corpul terestru’ ’, pneuma 
si starea de tranzitie, bardo. in fiecare reintrupare, sufletul poartS esen(a amintirii victii 
anterioare : „Amintirea victii pure in altS lume strSlucea ca un lumini§ inviotStor, ca o 
promisiune a implinirii spcrantclor” (cap. II); „sufletul stingher palpaia ca o licSrire de 
spcran(S”(cap. Ill) ; Prin con§tiin(S i se perindau imagini diafane din alte existence, trecute si 
viitoare ‘’(cap. V). Starea de tulburStoare ayteptare amprenteazS sufletul pe parcursul etapei 
tranzitorii, intre cele douS niveluri de Realitate: ,,Apoi chinul se ISmuri intr-o a§teptare ca 
prcsimtirca unei schimbSri inevitabile. Sufletul se zbuciuma in tulburarea viitorului prezent” 
(cap. I); O a§teptare grea il atrSgea din ce in ce mai sSruitor spre o tints necunoscutS” (cap. II); 
Astcparca dincolo de timp era strSbStuS mereu de o razS caldS din infinit, aducStoare de 
indemnuri” (cap. Ill); Ascptarca luS iar forma miscSrii spre o tints necunoscutS, cu inSlfSri §i 
coborari, cu zig-zaguri neintelese” (cap. IV); §i astcptarca se ISmuri intr-o mi scare continuS 
spre o tints nouS”( cap. VI); Panza astcptSrii era strSvezie. Palpitatiile lumilor se rSsfrangeau 
intr-insa, se incrucisau in esenta sufletului, ca intr-un centru mobil al infinitului (cap.VII). 

In zborul sSu intre niveluri multiple de Realitate sufletul este cSISuzit de con§tiinfd, 
„nivelul cel mai ridicat al fiintei, purtStoare de spiritualitate” 15 care traduce amintirile §i 


13 Rudolf Steiner: Conferinta III, Capacitatea omului de-ap aminti, Dornach, 10 februarie 1924 in 
http ://w w w. spiritualrs .net/Co nferinte 

14 Ibidem. 

15 Mihai Draganescu: Societatea con§tiinfei. Introducere, 2007, p.48 
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perceptiile acestuia, permite accesul la Ortoexisten(a 16 , la Constiinta universala. Constiinta 
joaca aici rolul Terfului logic, o punte intre niveluri de Realitate, este informateria care 
activeaza lumatia, 11 deschizind calea spre Materia Profunda : „Con§tiin|a pura de-acuma pluea 
fulgerator spre planuri tot mai inalte, ca si cand ar II incetat sa ocoleasca un destin” (cap. I); O 
incercare de mal(are rupse echilibrul in constiinta. Formele materiei se topira in golul 
nemarginirii’’ (cap. II); Constiinta pura sereinchega pe cat ramaneau mai departe urmele vicsii 
materiale” (cap.Ill); Con§tiin(a singurata(ii ravnea cxisten|a pura [... ] Constiinta singurata(ii 
ll inso|cstc intre planurile celor doua lumi” (cap.IV); Spcrantele lumilor se incruci§au in 
constiinta intr-un echilibru dureros” (cap.V); Con§tiin(a u§urata de catu§ele spa(iului si ale 
timpului i§i intindea stapanirea peste planurile dcsparptoare de lumi” (cap. VI). 

Tot constiinta este cea care calauze§te sufletul inspre node mtrupari, preluand amintirile 
din viitorul prezent, pe care apoi Uinta le va parcurge de-a lungul noii cxistcntc:,jncepu 
scnzatia unei coborari prin planuri tot mai dese in care constiinta se subtia ca un fir de argint 
rasucit fara crutarc” (cap.I); ,,constiinta se impovara mereu pana ce, brusc, se intinse ca o 
flacara peste care s-a lasat un capac greu”(cap. II); „§i deodata conttiin|a se curma coplcsita 
de imbra(isarca lumii noi”( cap. Ill); Constiinta i se intuneca parca s-ar fi topit in stransoarea 
unei vieti noi” (cap. IV); ,,Constiinta se zbuciuma cumplit sub apasarea inconjuratoare, se 
mladie, se subtiaza pana ce se impreuna cu materia informa” ( cap. V); Constiinta se topi intr- 
o forma noua, o licarire infima intr-un intuneric nabusitor” (cap. VI); Constiinta i§i pierdea 
mereu luminile, amestecandu-se in §uvoiul timpului, rostogolindu-se in imbratisarca 
spatiului”(cap. VII). 

Fiecare intrupare este adanc presimtita la nivelul sufletului, care spera sa isi regaseasca 
geamanul: „Sufletul se zbuciuma in tulburarea viitorului prezent (cap. I); Sufletul tremura, o 
falfaire de eter in nemarginire” (cap. II); „In golul nesfar§it, sufletul stingher palpaia ca o 
licarire de speranta” (cap. Ill); „Sufletul se zbuciuma in mrejele lumii noi, §erpuind neincetat 
parca in cautarea unui adapost” (cap.IV); ,,Nedcsavarsirca se lumina in suflet ca o scnza(ie 
dureroasa care provoca o ravna noua” (cap.V); Sufletul plutea pe linia lumii ce se deschidea 
in planuri multiple’’(cap. VI). 

Cu a saptca via(a se incheaga Inelul Lumii Materials. „Sufletul avea stralucirile 
constiin(ci atotcuprinzatoare in preajma marei mantuiri... sufletul isi recunoscu iar singuratatea 

16 Conceptul propus de filosoful Mihai Draganescu numejte sursa si substratul oricarui univers. 

17 Materia Profunda, Informateria §i Lumatia, concepte ale modelului ontologic Inelul Lumii Materiale, propus 
de Mihai Draganescu 
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in coborarea brusca pe linia transformarii supreme. Con^tiinta isi pierdea mereu luminile, 
amestecandu-se an §uvoiul timpului, rostogolindu-se in imbrap§arca spapului. Intunericul 
primi scanteia spirituals a sufletului ca o samanpi de etemitate”(cap. VII). Sufletele - gemene 
traiesc sufcrinta iubirii-pasiune, despre care Denis de Rougemont scria: ,, iubirea pasiune 
inseamna sufcrirpa, inseamna sa dore§ti ceea ce te rane§te §i te distruge apoi.” Dar merita... 

H. CAND SUFLETELE DANSEAZA IN CER 

,,Dac-ai §ti cat am fugit de tine, pana te-am intalnit 

Mircea Eliade, Nunta in cer 

„Ar fi inspaimantator sa crezi ca din tot acest cosmos, atat de armonios, desavarsit si 
egal cu sine, numai via^a omului se petrece la intamplare, numai destinul lui n-are niciun sens”, 
afirma Mavrodin, unul dintre personajele - narator ale romanului Nunta in cer a lui Mircea 
Eliade. 

Sensul fiinlei este dcsavirsirca ei, transformarea in oglinda a Armoniei cosmice, 
respectind Legile Universului si decodificand semnele pe care le priincite de la acesta. O cale 
prin care omul poate accede la Armonia este iubirea autentica, manifestata in intalnirea cu 
sufletul- pereche. Alaturi de nastcre si moarte, nunta este un moment ritualic consacrat, o taina 
celebrata in Cer si roditoare pe Pamint. 

Credem ca teza propusa de Mircea Eliade in acest roman este ca erotismul pasional nu 
genereazaimplinirea liintci, nu descatu§eaza potcntele creatoare ale iubirii metamorfozate, prin 
rodire, in Agape. Daca romanul Adam p Eva al lui Liviu Rebreanu transcrie povestea sufletelor 
- gemene, poveste Unica de iubire, romanul lui Mircea Eliade ilustreaza zborul frant al 
sufletelor - pereche, acelea care au ratat Marea iubire, tocmai prin refuzul crcapci pamantene, 
copilul nenascut. 

Narapunea se articuleaza pe structura caleidoscopului 18 format dintr-un triunghi 
echilateral cu trei oglinzi care permite crearea unui efect optic: Andrei Mavrodin, narator 1; 
Bogdan Hasna§, narator 2; I Icana-Lcna, femeia - oglinda pentru cei doi barbap. Efectul optic 
se incheaga din cioburile confesiunilor celor doi, raportate la acccasi femeie - detaliut banuit 


18 Caleidoscop ( greaca Ktikoq, ci'doq, okotieco a vedea forme frumoase) aparat optic format dintr-un cilindru opac 
in interiorul caruia se gasesc mai multe fragmente de oglinzi, dispuse astfel incat mici piese viu colorate, aflate la 
capatul opus celui prin care se priveste, sa formeze, prin rotirea cilindrului, diferite imagini simetrice. In 
https: ://ro. wikipedia.org/wiki 


560 






DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


si confirmat in final. Cei doi parcurg, in perioade temporale diferite, o experienfa majora, scurta 
si intensa, dar e§uata, primind o lecfie astrala. 

Potrivit legilor universului, sufletele - pereche sunt predestinate sa se intalneasca, 
pentru a se desavarsi impreuna, nu doar in iubire. in cazul nostra, unitatea androginica se 
implincite prin iubire, nu Unica, ci doar Marea iubire. Insa, atunci cand unul dintre parteneri 
nu este suficient de bine pregatit sa primeasca lecfia de iubire astrala, cup tut rateaza mint a in 
cer. 

Ileana-Lena este, a§a cum spuneam, femeia - oglinda, Terful care dez-valuie latenfele 
sufletului celor doi barbati si care coaguleaza substanta marturisirilor acestora. Apelativul cu 
rezonanfe mitice, de basm, am in teste de prototipul frumuscpi ideate la romani, Ileana 
Cosanzeana. Tanara femeie, invaluita in aura de mister - o atitudine cultivate - pare a descinde 
din panzele prerafaelifilor, prin delicatefe, luminozitate si rafinament. Andrei Mavrodin, 
scriitor in voga, cantonat in temerile §i complexele creatoralui, stanjenit de intalnirea cu 
cititorii, o vede pe Ileana, initial, prin prisma bra|ului, a mainii femeii care atingea gratios 
clapele pianului: „ mana palida, cu degetele foarte lungi, aproape transparente [...] mana 
intreaga parea goala,” abscnta unei bijuterii accentuand austeritatea: „era o mana pura, 
nelogodita, monahala.” Abia mai tarziu ii descifreaza frumusetea lipsita de ostcntapc, 
camuflata de o coafura severa si o vcstimcntapc clasica, atragandu-i aten^ia „ochii mari si 
nelamurip, gura ei vasta, strivitoare.” 

Bogdan Hasnas o intalne§te pe Lena in doua momente distincte din via|a ei. Prima data, 
ca adolescenta de 15 ani, in timpul razboiului, cand a ajutat-o intr-o gara din Moldova. Copila 
care vorbea frantuzcstc si citea Anna Karenina ramasese singura in tren, in vreme ce matu§a 
pe care o in so tea, nu a mai reu§it sa urce. Hasnas o msot,cstc pe copila pana la urmatoarea static, 
unde o lasa in grija unui functional'. A doua oara, o reintalncstc in salonul monden at unei iubite 
din Bucure§ti, Clody, care i-o prezinta ca „o pasare rara [...] ultima fecioara din secolul 
XX.”Ceea ce 1-a frapat pe tanarul cinic si pctrccarcl,, iubitor de viata u§oara §i lipsita de 
obligafii si responsabilital,i, a fost paloarea chipului ei. Sobrietatea finutei §i serioziatatea 
privirii, tunsoarea scurta ii dadea „ un aer de studenta din romanele rase§ti.” La fel ca §i 
Mavrodin, remarcase frumusctca discreta a tinerei: ,,avea una din acele frumuscti pe care le 
descoperi de-abia in urma; ceea ce te izbea in chip deosebit in Lena era distinctia trasaturilor 
sale, puritatea privirilor. ’ ’ 
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Tulburatoare prin frumusejea discreta §i, mai ales, prin misterul cu care se inconjoara 
savant - „trecutul ei a devenit pentru mine o lespede de mormant”- Ileana-Lena are o 
personalitate puternica, in ciuda fragilitapi aparente. Pe parcursul confesiunilor, upelegem ca 
lirca bovarica se nutre§te cu lecturi din literatura rusa §i franceza, ca pasiunea pentru arte si-a 
cautat materializare in cursurile urmate in Elvctia, ca rafinamentul cultural si comportamental 
s-au cizelat in anii petrecup in strainatate, ca fantezia ei romantica |ese pove§ti de iubire 
absoluta, dupa care sufletul ei tanjcstc. 

O asemenea femeie nu avea cum sa treaca neobservata de cei doi barbap, tipologii 
distincte, dar unite prin acela§i instinct masculin, al etemului vanator, sa nu ii intrige §i sa ii 
trezeasca din apatia erotica. Mavrodin marturiscstc onest inipcrca §i experience erotice: ,,Am 
uitat de mult gusul atator trupuri pe care le-am cunoscut,” la fel cum si Hasnas nu ezita sa i§i 
dezvaluie gandirea hedonista din anii tincrcpi, cand, dupa razboi, setea de viapi se traducea in 
„libertate de§aniata,” flatat de eticheta de Don Juan: „N-am iubit niciodata. Am cunoscut insa 
destule femei.” Dcsi un „crai de proasta calitate,” cum ii repro§eaza Lena la prima lor 
intalnire: „adevaratul Don Juan n-a fost celebru prin numarul amorurilor sale, ci prin numarul 
iubitelor care au murit pentru el." 

Pentru fiecare dintre cei doi, intalnirea cu Ileana-Lena va fi Iec{ia de iubire astrala. 
Femeia ii avertizeaza de la inceputul rclapci: „Gandcstc-tc bine ce faci, gande§te-te 
bine.” Poate parea paradoxal acest avertisment, dar este pe deplin jus till cat. Ea §tie exact ca 
iubirea ei va fi abandon total, rapt §i jertfa, in acest caz oferindu-le sansa liberului arbitru. Sau, 
poate, tocmai cu aceasta ii subjuga, barbapi uitand de cxistcnta lor superficiala si traind plenar 
o mistuitoare pasiune, simpnd ca sunt „pereche.” 

Mavrodin resimte aleritatea la inceput cu teama barbatului care i§i vede amenintata 
libertatea:„asta a fost ultima mea rezistenja, ca §i cum liinta mea intreaga incerca, intr-un 
suprem efort, sa scape de sub farmec.” Nici Hasnas nu cedeaza atat de u§or viaja hedonista, 
dupa iniperea erotica de la Venepa:„Incepusem sa regret inamplarea din noaptea trecuta. Mi 
se parea cu dcsavanpre fara sens; imi crea o serie de plictiseli la care nu ma gandisem.” 

Consumarea iubirii provoaca marturisirea grava a femeii: ,,M-am gandit de atitea ori 
la intalnirea asta, am visat-o atapa ani [...] Am luptat destul [...] m-am aparat, am fugit de 
tine...Mi-era frica.” Viata ei a fost o lunga astcptarc a sufletului -pereche : „Ti-l cantam pe , 
asteptandu-tc [...] si fugind de tine. Daca ai §ti cat am fugit de tine pana te-am intalnit.” 
Romanpoasa §i exaltata, ea ip construiestc povestea ideala de iubire, prelungind visele din 
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copilarie cu Fefi-frumo^i, peste care s-a suprapus prcdicpa batranei doici :„Mi-a spus doica 
[...] ca voi avea la inceput o dragoste mare, care ma va duce aproape de moarte. Apoi, tarziu, 
cand voi fi crezut ca sunt pentru totdeauna vindecata, voi intalni o alta §i mai mare dragoste 
si atunci voi fi fericita, foarte fericita.” Fericirea este umbrita doar de spectral mortii, tot o 
prcdicpc a batranei: „Mi-a prezis ca am sa mor.” Iubirea cristalizeaza, ca sa folosim metafora 
lui Stendhal, femeia invaluindu-i pe barbatii iubifi intr-o aura mistificatoare. 

Pentru copila - femeie, Lena, Hasna§ este Eroul care a salvat-o in timpul razboiului. 
De atunci s-a indragostit, proiectand spre cer iubirea idealizata. Povestea lor create pe 
temeiurile unor nisipuri miscatoarc ,,la intamplare”,barbatul traind bcfia simturilor prin trapul 
iubitei :,,Prezenta ei concreta, carnala, ma transforma, ma imbata. De aici, din trapul ei, 
pomeau atatea forte nelamurite [...] ceea ce as putea numi inaliarea §i purificarea mea, 
dcsavarsirca [... ] i§i avea obarsia si fori,a exclusiv in imbrap^arc, in posesiune. Nu o puteam 
iubi altfel, as a cum auzisem ca iubesc unii oameni: ingere§te, cu renun|ari, cu 
jertfe...Dimpotriva, cu cat o aveam mai mult langa mine, cu atat o simteam mai mult a mea, 
cu atat sufletul mi se topea intr-o patima pura.” Cand are loc procesul decristalizarii si eroul 
devine om obi§nuit, ea insasi „ pierduse incetul cu incetul ceea ce era mister, spontaneitate, 
fantezie in faptura ei”. Barbatul care voia doar ek-staz carnal traie§te rcvclapa prelungirii liinl,ei 
in fiinia, dar dorinta de a avea un copil se lovestc de refuzul categoric. Sa fuga Lena de barbatul 
care ii iubea doar trapul, nu §i sufletul? Hasnas nu cauta argumente, multumindu-se cu 
amintirea miracolului pe care 1-a trait: ,,Cu o asemenea dragoste nu te intalne§ti decat o singura 
data-n vial,a,” dar lipsa dimensiunii spirituale a iubirii transpare din obscrvapa lui: „toate 
lucrarile astea se uita foarte u§or, de altfel, si fara multa sufcrinl,a. ’ ’ Ar putea fi un raspuns la 
intcrogatia de mai sus. Femeia nu poate rodi iubirea fara rod spiritual, de aceea il parase§te, 
ratand nunta in cer. 

Pentru Ileana, Mavrodin este Creatorul care o fascineaza prin haral artistic. Din nou ea 
se joaca cu ocheanul cu margele de sticla , iesand o noua iubire departe de fenomenal, alaturi 
de acest barbat care viseaza si el la iubirea astrala, pura, desavir§ita: „Noi nu suntem o pereche 
din aceasta lume, nu ne putem impotrivi destinului care ne-a ales unul altuia pentru o altfel de 
nunta ....Destinul nostra nu se implincite aici pe pamant.” Caderea din cer este provocata 
de dorinta ei de a rodi iubirea, dar de data aceasta barbatul este cel care se impotrive§te: „ Noi 
ne-am cunoscut numai in dragoste. Dragostea e raiul nostra, dragostea fara fract,” temindu-se 
ca iubirea lor „s-ar putea adultera daca ar rodi aici, pe pamant,’’cerand amanarea acelui 
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moment cand vom vedea cS nu mai putem rSmane prea mult in cer”. Decizie care va genera 
plecarea femeii. Mavrodin ii iubea sufletul, dar trupul i-1 dorea pur, neroditor. Voia muza 
perfecta pentru pruncul zSmislit din truda creatoare. Cartea pe care o scrie, mSrturie a 
sufcrintclor prin care trece dupa disparitia Ilenei, numitS simbolic Nunta in cer, se dovcdestc a 
fi implinitS estetic, dar lipsitS de fiorul trairii autentice, neridicandu-se la nivelul pove§tii 
inspiratoare: ,,Ai sS cite§ti cartea asta §i ai sS vezi cat de mult se depSrteazS de tot ce p-am 
povestit acum. Poate e mai frumoasS, dar atat,” i§i incheie el confesiunea. 

Finalul une§te explicit cele douS fa^ete ale calidoscopului feminin, prin intrebarea lui 
Mavrodin: ,,Crezi ca Ileana mai trSie§te?" ...si amindoi simt ca nu. 

Nu exista nuntS in cer dacS sufletele - pereche nu vibreazS la toate nivelurile de 
Realitate, dacS muzica sferelor nu rezoneazS cu melosul sufletului, dacS fiinta nu se 
desSvir§e§te in plinStatea rodirii. Iubirea dintre sufletele - pereche porne§te de regulS de la 
idealizare, urmatS de dezamSgirea de a nu se fi putut ridica la nivelul stSrii pure, a 
superlativului imaginat. Cand sufletele - pereche rateazS nuntirea astrala, Cerul aruncS pe 
PSmant umbrS adincS, a§a cum se spune intr-o oratic de nuntS, transcrisS de poetul loan 
Alexandru: „Ce umbrS-i mai groasS/ Pe deasupra noastrS? / AstS lume are / O umbrS mai mare,/ 
Care-i cea mai groasS/ Si-i deasupra noastrS:/ Umbra cerului. ’ ’ 19 
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EGYPTOMANIA IN ANTIQUITY AND IN MODERN WORLD LITERATURE. 
IMAGINARY, INTERCULTURAL CONTEXT AND MENTALITY 


Renata Tatomir 

Assoc. Prof., PhD, ’’Hyperion” University of Bucharest 


Abstract: The article intends to address the complex issue of Egyptomania in Classical Antiquity and 
in Modern World focusing on the elements of literature. The concept of “Egyptomania” defines the 
particular mental attitude of the most part of the ancient and modern visitors of Egypt. The notion 
reveals the enthusiasm for and the admiration of ancient Egyptian traditions, culture, and material 
remains, as well as the attempt to exploit the Egyptian forms and symbols in different and provocative 
contexts, such as the literary one. While scholars have oscillated between different names trying to find 
the most appropriate and comprehensive expression - Egyptomania ’, ‘Egyptophilia ’, ‘Egyptianizing’, 
‘Nile Style ’, ‘Pharaonism ’, etc - after many tribulations, Egyptomania ’ has finally received a 
respectable status, revealing the admiration of the foreigners for all that ancient Egypt could mean . 1 
The echoes of the powerful impact of Egypt on the culture of Classical Antiquity reverberates through 
many Greek and Roman literary works. Thus, the paper offers examples taken from some of the famous 
Greek and Roman writers such as Herodotus, Aeschylus, Plato, Plutarch, Vergil, Ovid, Juvenal, 
Horace, Apuleius, etc., trying to emphasize not only the intercultural context, but mainly the elements 
of historic imaginary and men tality. 

Keywords: Egyptology, Egyptomania, Egyptophilia, Classical Antiquity, Pharaonism 


Sigmund Freud, the founder of psychoanalysis, was hooked on Egypt. His desk was 
covered with a small army of Egyptian gods, goddesses, and noblemen. Over the famous couch 
hung a print of Ramses the Great's temple at Abu Simbel. Fragments of mummy cases were 
suspended from the bookcase. But Freud is not alone in that. Since I was a teenager, I myself 
succumbed to Egyptomania. My first contact with Ancient Egypt, Egyptian antiquities, and of 
course Egyptology took place when I was twelve years old. I saw an American movie whose 
main character happened to be a woman - young, charming and, guess what, Egyptologist! - 


1 In his 1971 survey of the topic, C. Froidefond labeled the Greek view of Egypt as a ‘mirage’. C. Froidefond 
1971, Le mirage egyptien dans la litterature grecque d’Homere a Aristote, Aix en Provences, Ophrys. 
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who discovered the legendary lost tomb of Seti I in the Valley of the Kings. Since that day my 
life has been totally changed. I spent most of the time studying ancient Egypt, but not only - 
reading Ancient Egyptian fiction novels and seeing Egyptian themed-movies as well. I am 
however aware that doesn't have a logical and rational explanation why my house looks like a 
warehouse with kitsch-Egyptian statues of gods, papyri, lamps, and vessels decorated with 
hieroglyphs and pharaohs. It is easy to be consumed by Egyptomania, but far harder to explain 
it. I wondered whether this overwhelming fascination with Egypt’s glorious past, 
hieroglyphics, mysteries, and antiquities may be defined as Egyptomania, or otherwise. Doing 
research on this topics, I was not surprised to find that Western scholars offered interesting 
answers. 

Defining the terms 

According to Marjorie Venit 2 , Egyptomania, as defined by Jean-Marcel Humbert refers 
to the appropriation and reinterpretation of Egyptian forms in new contexts so as to renew their 
vitality and produce new meanings. 3 Egyptomania however is only one of several expressions 
of Western response to Egypt that Humbert and other scholars isolated so far. Amongst these 
Egyptophilia signifies a love for Egypt and all things Egyptian, an appreciation endorsed by 
both collectors and artist-travelers. For instance, art historians distinguish Egyptomania from: 
a) Egyptophilia, the love and acquisition of things Egyptian; 4 b) the artistic and fashion style 
labeled as ‘Egyptianizing’, ‘Nile Style’, or ‘Pharaonism’, c) from the simple enthusiasm for 
Egypt; d) another expression may be Orientalism and Exoticism, but in this response again 
Venit saw a real issue, and she details: “because the paradigm of a foreign culture that 
constructs an ‘Egyptian ’ model and then uses this model as definitional can also be applied to 
the construction and usurpation of Egyptian antiquity by the West”. 5 The divisions suggested 
at least by Humbert assume a greater mutability than he credits, therefore she takes 
Egyptomania to mean simply the use of Egyptian antiquity, whether it is by replication or 
appreciation, or even adaptation. However the term “Egyptomania” is still widely used in 
scholarly literature and it carries several distinct connotations sometimes associated with the 
decorative habits of the elite, sometimes with the Egyptian cults and their popularity, 


2 Venit 2002, 261. 


3 Humbert et at. 1989, 21. 

4 McCalla, 1998, 282. 

5 Venit, loc. cit. 
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sometimes with the usage of Egyptian patterns and models in literary works since Classical 
Antiquity to the Contemporary World. Actually, the Egyptomania took its roots in the Greek 
and Roman World and imposed in the history of art a particular style of painting, sculpture, 
architecture, furniture, decorative arts, while in literature and music very specific features 
define the Egyptian style as well. It is thus obvious that the desire for Egyptian artifacts and 
the literary taste for using Egyptian pharaonic historical or fictious characters or settings was 
not - at least at first - an irrational “mania”; instead, it was the consequence of intensive and 
wide-ranging trade connections and intercultural communication that affected not only the elite 
or cult participants but also the average citizen be it Greek or Roman. As a result, in order to 
better assess the incorporation of Egyptian culture and civilization in the Classical Antiquity, 
one must look primarily to the land-based archaeology and literature. 6 

Egyptomania in Classical Antiquity 

It must be said therefore that Egyptomania represents an intercultural, or even better 
said a cross-cultural and intellectual phenomenon which appeared in Classical Antiquity thanks 
to the foreign travelers and traders (mainly Greeks and Romans), and consequently to economic 
and trade contacts. It was the starting point of a complex psychological process which implies 
amongst others the image of the self and of the other, the awareness of ethnocentrism and 
marginality on both sides (Greek and Roman on one side and Egyptian on the other side). From 
the earliest known encounters with the various cultures of Western civilizations, ancient Egypt 
has been a central cultural point of reference and an inseparable element of the dynamics by 
which Classical Antiquity Europeans and Ancient Egyptians have envisioned their own 
cultures. Most of our views of ancient Egypt belong to ‘outsiders’. They first came in contact 
with Egypt when its civilization was already more than 3000 years old. Throughout Greek and 
Roman history, Egypt and all that it may imply inspired powerful imaginative responses 
ranging from fascination to fear. From the earliest Egyptian-Aegean trade to the ultimate 
association of Isis and Sarapis with Roman imperial cult, this course tracks the evolution of 
Egyptian interactions with the Greco-Roman world and the corresponding changes in Greek 
and Roman attitudes towards Egypt. The representations of Egypt shifted permanently, 
translating significant changes not only in the ways Greeks and Romans viewed the land of the 


6 Heinz, 2010, 24-25. 
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Nile, but also in the ways they conceived of their own societies and cultural identities. 7 This 
was partly in response to the course of events. For instance, Alexander’s conquest of the Persian 
empire (including Egypt) and the subsequent rule of the Greco-Macedonian Ptolemies led to a 
very different configuration of ‘Greek’ and ‘barbarian’, its polarity being to an extent 
destabilized in the light of Alexander’s conquests. Nevertheless though many of the elements 
of the Greek portrayal of foreign peoples - the association with incomprehensible speech, with 
monarchy or excessive wealth - originate in the archaic period, such stereotypes were only 
organized and brought into sharper focus in the light of the Greek-Persian wars. 8 

Pharaonic Egypt with its fabulous civilization and culture has served as a historical 
reference having the power to legitimize and validate ‘novel’ historical religious and cultural 
paradigms ranging from cultural identity to science. Ancient Egypt permanently suggested and 
even imposed within foreign civilizations original cultural paradigms and models which 
influenced and empowered throughout history a variety of groups. The result is a multiplicity 
of interpretations of ancient Egypt: Roman, Christian, Islamic, nationalistic (both foreign and 
Egyptian), Egyptological, and commercial. 9 In a recent study, Fekry Hassan points that “by 
emphasizing different aspects and de-contextualizing these, the various users or consumers of 
ancient Egypt formulated particular historical narratives, all claiming to be founded on one 
monolithic tradition. ”'° Furthermore, scholars recently suggested that even in ancient Egypt a 
process of legitimation was based on a constant reinterpretation of its past and on a reiterative 
process of invention of traditions. * 11 Consequently any research on this topics should take into 
account both the past civilization, mentality and culture, and the present social, political, and 
economic interests. 

The special place Egypt held in Classical Antiquity 

Before surveying how Egypt impacted life in the Greek and Roman world, we must 
first ask why Egypt? More precisely, why so many Egyptian artifacts, patterns or influences 
are traceable in the Greek and Roman civilizations. Here are some of the main responses: a) it 
was a monumental society with interesting and exotic objects; b) for the Greeks, it was the 


7 Hassan, 2010, 259-273. 

8 Harrison, 2003, 146. 

9 Hassan, 2010, 259. 

10 Idem. 

11 Kemp 2006. 
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ancient land with a faultless memory in which the first relations between men and the gods 
developed. Actually, of all the places and peoples with whom the Greeks came into contact, it 
was with Egypt and the Egyptians that they had the most complex relationship. Egypt was seen 
as the source of many of the most fundamental features of Greek culture, an essential detour 
for Greek writers. 12 While one must admit that references to Egypt occur in practically every 
classical author, nonetheless it would not be correct to say that Egypt was “central” to the 
Greco-Roman world. Indeed, marginality is paradoxically central to classical views of Egypt. 13 
c) Later, for the Romans, Egypt it was not only the realm of an enemy but also and eventually 
a productive province, as well one to be exploited for the benefit of Rome 14 . However, an 
interesting supplementary explanation exists also: the unique connectivity within Egypt itself. 
The concept of connectivity has recently become the subject of intense academic examination, 
exemplified by Horden and Purcell’s book, The Corrupting Sea 15 . In short, more and more 
scholars emphasize that the ancient world was not insular but in fact very sophisticated in its 
exchanges and was highly connected through economic and social ties. Though The Corrupting 
Sea has been instrumental in developing the concept of connectivity as applied to the ancient 
world, it is by no means a singular work. As a result, of late, the scholarly realm has been 
flooded with evidence for the economic and social relations within and among various regions, 
particularly for the Roman period 16 , evidence which may help us to expand and improve our 
understanding of the ancient world. Last but not least, it is important to acknowledge the 
concept of relative connectivity, determined by geographical factors, a concept which a huge 
significance, particularly in the case of Egypt, because its peculiar geography lends itself to 
advanced connectivity. The Nile appears to give Egypt a comparative advantage in terms of 
trade and exchange in the Roman world, an advantage that should be taken into consideration 
when examining any sort of Roman-Egyptian relations. 17 


12 Harrison, 2003, 145. 

13 Burstein, 1994, 3-17. 

14 On the Roman attitude towards Egypt in literature: Vout 2003, 180-183; Versluys, 2002, 4-7; Curran, 1997, 
8-67. 

15 Horden, Purcell, 2000. 

16 Scheidel et al. 2007. 

17 Heinz 2010, 25. 


570 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


The Greek view on Egypt and Egyptians 18 

Herodotus, the Greek historian and tourist who visited Egypt around 450 B.C., the 
Athenian reformer Solon, Plato the philosopher, Pythagoras, or Eudoxus are all reputed to have 
visited Egypt and inspired from its ancient wisdom. They were however neither the firsts nor 
the last travelers through the land of the Nile. There is a long list which can be opened by 
historical or legendary celebrities such as Homer, Lycurgus, Orpheus, Musaeus, Melampus and 
Daedalus. But at the same time as Egypt was elevated above other foreign lands as a source of 
Greek practice, ideas and ideals, it was also distanced, seen as representing the reverse of the 
normative (i.e. Greek) world, or subsumed into the collective cliche of the ‘barbarian’. 19 As 
Francois Hartog has argued, Egypt was one of many “barbarian” countries whose customs were 
often defined by the Greek historian as an inversion of Greek customs: “The Egyptians seem 
to have reversed the ordinary practices of mankind. ” 20 Amongst the Greek intellectuals who 
flocked to Egypt since the fifth century BC one of the first to suffer from Egyptomania was 
Herodotus (c. 484 - 425 BC). He visited Egypt around 450 B.C., when the pyramids and sphinx 
at Giza were already two thousand years old and left one of the most vivid and tantalizing 
accounts ( Histories) of ancient Egypt as he presumably experienced it. 21 Written half a century 
after the Persian wars, Herodotus’ is the fullest account of Egyptian history and society by any 
Greek writer and it also provides a point of reference for all subsequent accounts. 22 In his 
Histories he expressed his enthusiasm about Egypt saying that “nowhere are there so many 
marvels in the world.” Of the Egyptians he wrote, “they have existed ever since men existed 
upon the earth.” Herodotus was undoubtedly fascinated by this particular mixture of history 
and mythical antiquity. As a detailed account of Egyptian culture and history, Herodotus’ well- 
known second book gives a rather positive perception of Egypt 23 , and scholars concluded that 
his admiration was not completely unconditional. 24 Herodotus’ many factual errors have long 
been recognized, such as his incorrect dating of the pyramid builders by a thousand years. In 
the most thorough commentary on Herodotus’ Egyptian account, A. B. Lloyd concludes that 
Herodotus “presents a view of Egypt's past which shows no genuine understanding of Egyptian 


18 Hartog, 1986, 953-967. 

19 Harrison 2003, 146. 

20 Herodotus, Histories, 2. 35. See Hartog, 1988 

21 Lloyd, 1988, 22-53. 

22 Harrison 2003, 146. 

23 Idem, “Herodotus’ Account on Pharaonic History”, and also the introduction in Herodotus. Book II, 1-60; 
Smelik and Hermelijk, 1984, esp. 1873-1876 on Herodotus’conception of Egypt. 

24 Smelik and Hermelijk, pp. 1874-76. 
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history. Everything has been uncompromisingly customized for Greek consumption and cast 
unequivocally into a Greek mould.” 25 Herodotus reported of various religious outrages 
committed by the Persian King Cambyses in his trip to Egypt. Although most likely fictitious, 26 
the account resulted into a surprising affinity between Egypt and Greece, both being the pious 
victims of impious Persians. In fact, Herodotus displays a deep ambivalence towards Egypt. 
This place simultaneously fascinates him and provokes him repulsiveness. In the first positive 
case, Egypt is recognized as a land of enormous antiquity, much older than the Greek 
civilization itself, a land of ancient wisdom, the source of Greek religion, and particularly of 
the names of the gods. But most of all Egypt is a land full of wonders: natural ones, such as the 
Nile river, and even more impressive, man-made ones, such as the pyramids. However, as 
Phiroze Vasunia remarked, for Herodotus it was absolutely impossible to imagine that these 
huge monuments could have been executed without slave labor. This prejudice contributed to 
another key cliche about Egypt, its connection with despotism. From a political standpoint, 
Egypt could not for Herodotus be a school for democratic Greece. 27 At the same time, the great 
antiquity of Egypt emphasizes its immutability. Therefore Greece’s progressiveness is 
frequently contrasted with the static character of Egyptian civilization. Just as Egypt is neither 
Europe nor Asia, but a place through which each passes on the way to the other, Egypt is also 
strangely out of the temporal stream in which the events of Europe and Asia lie. 28 Herodotus 
also refers to the Egyptians as the wisest people of all mankind (2:160). Although he belongs 
to the second century CE, it may be useful here to glance at Plutarch’s criticisms of Herodotus. 
Amongst other things, Plutarch reproaches Herodotus for being pro-barbarian for overthrowing 
“the most solemn and sacred truths of Greek religion” by “using worthless Egyptian stories”. 29 
He finally criticises him for making the chiefs of the Dorians - the descendants of Danaus - 
pure-blood Egyptians (‘The fact is that he has completely abandonned Epaphus and Io and 
Iasus and Argus’ (857 e)). This means that Plutarch sticks to Aeschylus' version, where the 
genealogy of Danaus as son of Epaphus, who is himself the son of Io and as such a descendant 
of Argos, is firmly established. 

The image of Egypt and Egyptians reflected through stereotypes in Greek theatre 

25 Lloyd, 1975-1988. The quote is from Lloyd, 1988. 52. 

26 Smelik and Hemelrijk 1984, esp. 1864-1869. 

27 Vasunia, 2000, 75-109. 

28 Idem 110-135. 

29 Plutarch, “On the malice of Herodotus” 857 c-e. 
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Many stereotypes of Egypt and the Egyptians can be found in Greek theatre. Mainly 
two Greek tragedies centralize Greek-Egyptian comparisons through stereotypes: The 
Suppliant Maidens of Aeschylus and the Helen of Euripides. 30 Let’s take first the case of 
Aeschylus’ play The Suppliant Maidens, where the 50 daughters of Danaus flee before the 50 
sons of Aegyptus who want to marry them. The play involves the story of the descendants of 
Io, the Argive woman impregnated by Zeus, a priestess of Hera in Argos, the city where the 
daughters of Danaus present themselves as suppliants. 31 She traveled to Egypt in the form of a 
cow and there gave birth to Epaphus, whose descendants ruled Egypt and then founded 
numerous important cities in Greece. This kind of story, whose rationale seems to be the desire 
to make a claim of relative priority, will reappear in different guises, as will varying claims 
about the relative antiquity of Egypt and Europe. Aeschylus’ play recounts the maidens’ 
supplication of the king of Argos for protection. The sons of Aegyptus are represented in the 
play by a number of negative stereotypes: their blackness is emphasized and associated with 
death; they are savage and lustful, and, along with the Danaids, have no appreciation of the 
democratic institutions of Greece, expressing surprise, for example, that the king must consult 
a deliberative body of Greek citizens instead of simply acting on his own advice. The Argives, 
on the other hand, are represented as the protectors of women against these oversexed 
Egyptians. Furthermore, by giving a Greek (although mythical) pedigree to Danaus and 
Aegyptus, Aeschylus tells his readers that there were Greeks involved in the founding of 
Egyptian civilisation. Moreover, the way the Suppliants characterize the sons of Aegyptus is 
not at all complimentary to the latter, and denotes a harsh criticism of the Egyptians, who 
appear as a lustful people: ‘Abominable is the lustful race of Aegyptus and insatiate of battle’ 
(v.741-742; see also 816ff.). The Helen of Euripides recounts an alternative version of Helen’s 
whereabouts during the Trojan War, namely that she spent the 10 years of the war in Egypt. 
Herodotus cites an account he received from the Egyptian priests at Memphis, who claimed 
that Helen had been kept by the good king Proteus, the type of the generous host, until the 
rightful husband could come for her ( Histories 2.113-115). In the Odyssey, Proteus is a 
mythical monster whom Menelaus encounters in Egypt on his way home from Troy. He is the 
Old Man of the Sea, whose wisdom is accessible only to those who can hold him fast while he 
changes his form ( Od . 4.351-570). In Euripides’ version when Menelaus is shipwrecked in 


30 Idem 33-74. See also Radwan. 

31 Herodotus, in Histories Book 2:182 makes a short allusion to this story. 
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Egypt on his way home, he discovers that the real Helen has been there all along, while Greeks 
and Trojans had been fighting over a phantom double. In this telling, however, Proteus’ son, 
Theoclymenus, is king; but he turns out to be another lustful Egyptian trying to have Helen for 
himself. Not the generous host, but the xenophobic murderer who customarily kills strangers 
who land on his shore, Theoclymenus is similar to the sons of Aegyptus in Aeschylus’ play, 
from whose rapacious grip the good Greek men must wrest their women. Such stories clearly 
reflect more about the anxieties of Greek men than they do about real Egyptians. The figure of 
Proteus is one of many importations into the Egyptian king lists of Greek figures. 

Egypt as the cradle of wisdom 

From the 4 th century BC onwards, Egypt is presented as the place where the most 
prestigious Greek philosophers acquired at least part of their wisdom and knowledge. In the 
first century BC Diodorus gives a list of these philosophers: “(...) we must enumerate what 
Greeks, who have won fame for their wisdom and learning, visited Egypt in ancient times, in 
order to become acqucdnted with its customs and learning. For the priests of Egypt recount 
from the records of their sacred books that they were visited in early times by Orpheus, 
Musaeus, Melampus, and Daedalus, also by the poet Homer and Lycurgus of Sparta, later by 
Solon of Athens and the philosopher Plato, and that there also came Pythagoras of Samos and 
the mathematician Eudoxus, as well as Democritus of Abdera and Oenopides of Chios. ’And 
the Egyptian priests argue that ‘all the things for which they were admired amongst the Greeks 
were transferred from Egypt. ”(1:96,1-3). That this ki nd of list was a topos still well-known at 
the beginning of the second century CE is shown by Plutarch’s treatise Isis and Osiris? 2 
Although he does not give such a list, Strabo also testifies to this tradition when he writes that 
Heliopolis had been in ancient times “a settlement of priests who studied philosophy and 
astronomy” , where Plato and Eudoxus lived thirteen years with the priests (‘as is stated by 
some writers’) (17:1,29). Moreover during the 4 th century appears a more positive perspective 
of monarchy in the philosophical tradition. This was reflected not only in greater praise for 
Sparta, but also - and more important for this analysis - for Egypt insofar as it displays the 
stability associated with strong central rule. In this case one may focus on Plato’s connection 


32 See paragraph 10 (354 e): “Witness to this also are the wisest of the Greeks: Solon, Thales, Plato, Eudoxus, 
Pythagoras, who came to Egypt and consorted with the priests; and in this number some would include Lycurgus 
also. ” This does not make Plutarch an admirer of Herodotus’ work. On the contrary, he criticizes him sharply. 
Thus one could criticize the Herodotean tradition and simultaneously continue to propagate some elements of it. 
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with Egypt. According to Plato’s Timaeus Solon the lawgiver lived for a time in Egypt and 
learnt from Egyptian priests about events of the distant past, which none of the Greeks had 
previously known (22 a). In this work Plato praises the politeia of Egypt, although his praise 
is quite ambivalent. Actually his own relationship to Egypt is complex and ambivalent. When 
Solon is told by the Egyptians that the original Athens had a government that was identical to 
the ideal one described in Plato’s Republic, this must be understood as the Plato’s way of using 
the “cultural capital” of Egypt to his own purposes. Although Plato’s own antidemocratic 
sentiments make the authoritarian government of Egypt an apparent ally in his ideas about 
kingship, one should emphasize that his ideas about Egyptian government, do not reveal a 
genuine understanding or sympathy for contemporary Egypt, which for most of the classical 
period was ruled by the Persians. Although traditions about Greek intellectuals and lawgivers 
making trips to Egypt where they were schooled in Egyptian wisdom, grew to include Plato 
himself, it is striking the extent to which Egypt was an idea for the Greeks, manufactured for 
their own purposes, rather than a contemporary reality which they confronted on its own terms. 

Roman views of Egypt and Egyptians 

Based on the archeological and literary evidence, now one can say that the Romans 
were Egyptomaniacs. At least a part of them. When their legions came back home from 
Egypt after long field marches and a voyage on a hot Mediterranean, they shipped most of 
Egypt's obelisks to Rome. Emperor Constantius II decorated the Circus Maximus with an 
obelisk. Wealthy Romans ordered the production of obelisks as replicas of the originals. These 
were manufactured in Egypt and even in Rome. It is known that the Romans held Egyptian 
costume parties. Some of their villas were decorated with mosaics of Nile sceneries. Caius 
Cestius, a Roman magistrate, even let built his own tomb in the shape of a pyramid. 
He incorporated his pyramid into the city walls of Rome close to the Porta Ostiensis. However, 
this postive attitude, this enthusiasm towards and admiration for Egyptian antiquities and 
inspiring treands was not always the same, and certainly, not during the last three century BC. 
Until the end of the Republic, Roman public opinion took relatively little notice of Egypt. The 
Ptolemaic kingdom entered into sporadic contacts with the Roman Senate in the third century 
BC. 33 Towards the middle of the second century BC, Egyptian cults arrive at Pozzuoli, brought 
there from Delos by Italian merchants; soon there were temples of Isis and Osiris at Pozzuoli 


33 See Maehler, 2003, 203-216 
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and Pompeii. Here, far from Rome, their followers were not harassed by the authorities, and 
provincial towns ( municipia ) were free to allow the formation of associations (collegia), while 
in Rome this was strictly regulated. The authorities in Rome were suspicious or even hostile to 
all ‘Eastern’ cults, no matter whether they were of Greek (i.e., Dionysos) or Oriental origin, 
because they felt that these were not compatible with the rational, juridical and utilitarian nature 
of Rome’s very conservative religious traditions, which were a pillar of the political 
establishment. They feared not only the irrational elements of foreign cult practices, but also 
the danger of political opposition and subversion being fomented in foreign cult associations. 
The Senate’s repeated attempts to ban Egyptian cults in Rome (but not in Pompeii, 
Beneventum, or other parts of Italy) suggest that the authorities were primarily suspicious of 
anything that they could not control and regulate. Their repression was not aimed at the 
Egyptian gods as such, but rather at the indigenous followers of foreign cults. This attitude is 
the driving force in the persistent repression of Egyptian cults in Rome, which continued well 
into the Augustan period. 34 The Ptolemaic era ends with the death of Cleopatra VII and the 
annexation of Egypt into the Roman empire as a province in 30 BC. 35 Although Romans 
sometimes expressed curiosity about Egypt in the Republican era, there is a dramatic change 
as Egypt becomes a province. Rome’s rule in Egypt was one of its most unsuccessful ventures, 
and there was persistent mutual hostility and mistrust between Romans and Egyptians. 36 The 
Egyptians “experienced a qualitative change in repressive policy beginning with the principate 
of Augustus which imposed rigid restrictions on upward social mobility.” 37 Literary sources 
from the Augustan period on tend to repeat a number of negative kliches and topoi: the 
treacherous murder of Pompey by Ptolemy XIII, the pernicious attack on the state by the 
dangerous and seductive Cleopatra, the bizarre worship of animals, Egyptians as cowardly 
Orientals and barbarians, etc. For instance, in his victory ode to Augustus on the defeat of 
Cleopatra, Horace concludes with a famous coda which seems to make the Egyptian queen 
sympathetic, but the middle stanzas of the poem are a catalogue of negative stereotypes of 
Egyptians (Odes 1, 37). 38 Other Augustan poets, such as Vergil and Ovid, also reference Egypt 
in purely negative terms, but the most outrageous attack is found in Juvenal’s 15th satire, which 
is a withering example of Juvenalian indignatio prompted by a supposed instance of Egyptian 


34 Idem, 204. 

35 Versluys, 2000; Carratelli, et al. 1992; Bonacasa, et at. 1998. 

36 Nimis, 2003. 

37 Reinhold,1980, 100. 

38 See Etman, 1998, 161-175. 
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cannibalism. 39 In these sources emphasis is often placed on the seditiousness of the Egyptians, 
which no doubt reflects a major context in which Romans ever thought about Egypt, for whom 
the province was simply a land “to be exploited methodically and efficiently. ” 40 

A positive evaluation of Egyptian religion by a foreigner: Apuleius 

Some remarks should be made of the only Latin work that seems to provide a serious 
and positive evaluation of Egyptian religion, the 11 th book of Apuleius’ Golden Ass, from the 
second century of the common era. The novel seems to be an adaptation of a Greek original 
that told a humorous story about a man turned into an ass, and his subsequent adventures before 
reassuming his human shape. The original is now lost, but an epitome survives amongst the 
works of Lucian. Apuleius has apparently added to this story a final book describing the 
character's redemption and initiation into the rites of Isis and Osiris. This final book is so 
different from the rest of the novel in tone and topic that religious scholars like J. Gwyn 
Griffiths have assumed that it is a serious representation of a true experience tacked on to an 
immoral tale. It is taken by these scholars to be an accurate source for details about Isiac 
religion. 41 However, not everyone agrees that the ending is so serious or that the rest of the 
novel is so immoral. Ingenious attempts to provide a comprehensive view of the novel that 
would knit together its two disparate parts have so far failed to win consensus. Daniel Selden, 
however, has argued that the genre of the novel is typified by the figure of speech known as 
syllepsis, which is characterized by a yoking of two incompatible orders, an insistence on 
“both” rather than “either/or.” 42 This is precisely the characteristic that Selden and Stephens 
have subsequently identified as animating Hellenistic poetry, there associated with the 
encounter by Greek poets of Alexandria with the both/and logic of Egyptian mentality. 43 In a 
thorough discussion of Roman attitudes towards Egypt, Versluys gives a more nuanced view 
of the subject by reference to the visual material available, which shows that despite a general 
negative, hostile attitude, Egypt still played an important cultural role in Rome. In such case, 
the negative echoe of all Egyptian may have had in the Roman society the role of negative 


39 Negative statements by other Roman authors include Propertius, Elegies 3.11; Vergil, Aeneida , 8.696-700; Ovid, 
Metamorphoses 15.826-31. 

40 See Giusto, 1992, 261-264 

41 Griffiths, 1975. There are references to Egypt elsewhere in the novel, beginning in the first sentence, which 
characterizes the work as “papyrum Aegyptiam argutia Nilotici calami inscriptam” (Egyptian paper inscribed with 
the sharpness of a Nilotic pen). 

42 Selden, 1994, 39-64. 

43 See also Rutherford, 2000, 116-118. 
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advertising and marketing, helping thus to enforce in the Roman ethnocentric mentality the 
Egyptian way of being, Not surprisingly that, despite their animosity toward contemporary 
Egyptians, the Romans were obviously fascinated with Egyptian realia and religion. “In order 
to let Rome remain the ideal center of the world, there also had to be negative properties to 
counterbalance these dominant [Egyptian] influences. Amongst others for these reasons the 
unreliability of the Alexandrians is emphasized and not the cultural prestige of the city; the Isis 
cult is associated with shady amorous practices and not with the immensely popular goddess 
whose Navigium Isidis ceremony coincided with the official opening of the Roman shipping 

. >>44 

season, etc. 

Egyptomania through Pharaonism style in Modern Egyptian Literature. The Case 
of Naguib Mahfouz 

In the last part of this paper I decided to make a brief presentation of an ilustrous figure 
of the Modem Egyptian Literature, one whose work was marked from the very beginning by 
Pharaonism, the fabulous and glorious Egyptian past: Naguib Mahfouz. In doing so one may 
better stress the importance of intercultural dialogue and communication by means of literature 
and language. 

During the 1930s in Egypt the ancient past still remained vibrant in the minds of a 
younger generation of intellectuals. At that time, the future Nobel - Awarded Naguib Mahfouz 
(1912-2006) spent much of his time writing articles on Pharaonic history and its influence on 
modem culture. His first book-length work, which he published while still a teenager, was a 
translation of a children’s book on ancient Egypt, and his first novelistic experiments were 
historical romances set in Pharaonic times. While his first novel, ‘Abath al-aqdar (Play of 
Fates), was not widely discussed in the press, his second novel Radubis (Rhodopis), garnered 
favorable reviews. And his third novel, Kifah Tiba (The Struggle of Thebes), began to turn the 
heads of readers. 45 The critic Sayyid Qutb (1906-1966) wrote: “If I had a say in the matter, I 
would put this novel in the hands of every boy and girl. I would publish it and distribute it free 
of charge to every household. ” 46 To him, Mahfouz’ novel made ancient Egypt come alive and 
represented a unique success in Pharaonist literature. 47 


44 Versluys, 2000, 440. 

45 Colla 2007, 234. 

46 Qutb, “Kifah Tiba”, ( al-Risala , October 2, 1944, 89-92), as reproduced in ‘Ali Shalash, Najib Mahfuz: al-tariq 
wa-l-sada, 208. 

47 Ibid., 197-198. 
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To conclude, Qutb’s discussion of Mahfouz revived the call for a national literature 
rooted in the appreciation of Pharaonic civilization, its history, aesthetic styles, and modem 
relevance. "The Pharaonic age was the one bright age that stood in the face of the humiliation 
and decline we were living at the time. The humiliation of British imperialism along with the 
domination of the Turkish [aristocracy]. ” 48 
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UNSELVINGAND VISION IN IRIS MURDOCH'S "NUNS AND SOLDIERS" 


Clementina Mihailescu 

Assoc. Prof., PhD, ’’Lucian Blaga” University of Sibiu 


Abstract The paper expands upon the Murdochian moral doctrine based on goodness, loving attention, 
transcendence of the ego's selfishness, freedom and the metaphor of vision, as it is reflected in her novel 
’’Nuns and Soldiers Here, the emphasis on the need to unselve and vision are placed in a Christian 
con text. The metaphor of vision together with unselving indicates the fact that although Murdoch has 
placed Good in the focus of our attention, because people's belief in God is declining nowadays, she 
has assimilated many Christian issues. The most important Christian issues are the symbolic presence 
of Jesus Christ, the concept of prayer, of love, of virtue, all meant to unify the moral world. For the 
meaning of the novel to be better surfaced and understood an in terdisciplinary grid has been employed 
by us involving Levinas' and Cornea's ethical approach to human interrelationships. 

Keywords: suffering, unselving, moral growth, Levinas, Cornea and Murdoch 


Ms Murdoch has generally been acknowledged as one of the most important post-war 
British novelists. We assume that Ms Murdoch, using her fiction didactically and her deviced 
inspiringly, teaches us various ways of approaching the relationships established by her 
characters in her double role of writer and philosopher surprising us in a pleasantly unexpected 
way. "Nuns and Soldiers" is a palpitating and morally charged novel. The objective of the paper 
is to properly detect the Murdochian process of unselfing and vision in relation to the main 
character Anne Cavidge. 

To meet this end a short presentation of the topic of the novel is of utmost importance. 
It concerns Anne Cavidge, about whom, at the beginning of the novel, we learn that she has 
left a religious order and wants to acquire a new faith based on the Platonic goodness. 
Immediately after leaving the convent she is thrown into the world of violent emotions. She is 
directly attracted to the Count whose real name is Piotr Wojcieck Szczepansky. His incapacity 
to reciprocitate her affection is further complicated by Anne's special relation with the family 
of the scholar Guy Openshaw. Half Jewish, the Christianized Openshaw has gathered around 
him the Count who seems to have impressed him with his heroic concern for an ideal symbolic 
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Poland, the painter Tim Reede to whom he gives financial assistance to attend the School of 
Art and Anne Cavidge. She is interested beyond herself in Guy's painful existence and in the 
suffering of Gertrude, his wife. After Guy's death, Anne has to help Gertrude to recover herself, 
only to find out and be overwhelmed by her friend's sudden emotional concern for Tim Reede. 

The most destructive component of her personality is her sense of being a superior 
spiritual creature. Anne’s “censorious” (106) tendency stems from her incapacity to perceive 
the unity of the moral world. She cannot accept that Gertrude’s pursuit of happiness and her 
own search for innocence first and goodness afterwards is one and the same thing. She sticks 
to the belief that the world works more or less against spiritual growth. The central event of 
her spiritual quest, her vision of Christ, shows that it is otherwise. 

It has generally been acknowledged that Murdoch’s account of Anne’s vision of Christ 
derives directly from Julian of Norwich, the 14th century English mystic. Murdoch essentially 
modifies Julian’s conception while still retaining the emphasis on love. 

Both Julian and Murdoch state that proper loving leads to good actions while failure of 
love leads to unhappiness and bad actions. Julian and Anne’s revelations assert the existence 
of a transcendental force. Julian’s visions of Christ’s bleeding reinforce the power of his 
presence. In “Nuns and Soldiers” Anne’s specific decision to leave the convent is encapsulated 
in the conclusive statement “There was no great, positive ‘showing’ here, no revelation of a 
new task” (61). 

Then, there comes Anne’s withdrawal from the convent and the unexpected visitation 
of Christ. Anne’s vision begins as a dream in which she encounters two beautiful angels 
stepping off their pedestals in an 18th century rose-garden, walking and then disappearing, 
leaving Anne alone, listening to footsteps she somehow knows to be those of Christ. All these 
belong to her dream from which she wakes up to find herself in her bedroom. In the moments 
of waking she knows that there is somebody standing in her kitchen “And she knew that the 
person was Jesus” (298). 

Both Anne and Julian strive to establish the actuality of revelation. Ramanathan quotes 
Julian Norwich who wonders whether what Christ says to her is delirium or dream: “With it 
now well that it was no raving that thou sawest today” (104). 

In “Nuns and Soldiers” we are told “Jesus Christ came to Anne in a vision. The 
visitation began in a dream, but then gained a very undream-like reality” (288). There is one 
important allusion to Julian, mentioned by Suguna Ramanathan, that of her revelation when 
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Christ shows Julian something like a hazelnut, as “a sign of all that is made” (106), as the 
essence of the entire creation. Murdoch has telescoped Julian’s revelation and printed in half a 
page as follows: 

“’What am I holding in my hand?’ Christ asks Anne. 

‘A hazelnut, Sir’. 

Anne stared at the stone. Then she said slowly: 

‘Is it so small?’ 

‘Yes, Anne’. 

‘Everything that is, so little -’ 

‘Yes’. 

‘But, Sir - how can it not perish, how can it be, if all this -’ 

‘Ah, my dear child, you want some wonderful answer, don’t you?’ 

‘Yes’, thought Anne, ‘I do’. 

‘Have you not been shown enough?’ 

‘No, no, I want more’, said Anne, ‘more, more. Tell me - what are you - where are you? 

9 

‘Where do I live? I live nowhere. Have you not heard it is said that birds have nests and 
foxes have holes but I have no home’ 

‘Oh, Sir, you have a home’, said Anne. 

‘You mean -’ 

‘Love is my meaning’, said Anne. 

He laughed. 

‘You are witty, my child. You have given the wonderful answer. Is that not enough?’ 
‘No, not without you’, she said, ‘not without you’. 

‘You are spoiling your gift, already’. 

‘But what am I to believe’, said Anne, ‘you are so real, you are here, you are the most 
understandable of all things - you are the proof, there is no other’ 

‘I prove nothing, Anne. You have answered your own question. What more do you 
want? A miracle?’ 

‘Yes’, she said. 

‘You must be the miracle-worker, little one. You must be the proof. The work is yours” 

( 293 ). 
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A few lines before she was once again told what she had to do, insisting that she is not 
allowed to surrender to feeling. She said: “Do not go away from me, how could I live without 
you now that you have come. If you are going to leave me, let me die now” (292). 

“Come, come, Anne, you will die soon enough’. He spoke briskly. ‘As for salvation, 
anything you can think about it is as imaginary as my wounds. I am not a magician. I never 
was. You kn ow what to do. Do right, refrain from wrong” (292). 

Asking for further concessions in order to be made innocent, Christ teaches her to wash 
at the sink, ironically hinting at how sentimental her wishes are. Although Anne follows his 
instructions she replies: “It’s no good, it won’t work” (293). The great teaching which derives 
from her pure request is that goodness and total spiritual innocence cannot be obtained. It also 
conveys to her the idea that perfect human responsibility can only be achieved through 
continuously disciplining oneself so as to act unselfishly rather than expect some miraculous 
outside redemption. As regards suffering Christ refuses to emphasize the need of pain: “You 
do not need to see my wounds. If there were wounds, they have healed. If there was suffering 
it has gone and is nothing” (291). Moreover, a beautiful consolatory image is offered through 
the continuous series of questioning and negation all placed under the sign of “if’. It occurs 
when Christ addressed Anne who was weeping “Don’t cry. Are you really so sentimental? Art 
thou well-paid that I ever suffered passion for thee?” “If I could have suffered more, I would 
have suffered more” (293). 

Anne's encounter with Jesus Christ can be approached via Levinas' philosophy based 
on the relation between "infinity" and "alterity". Bernadette Cailler's 1 approach to Levinas has 
closely been considered by us through his suggestion that he grounds "alterity" in the "idea of 
infinity" which "designated a relation with a being that maintains its total exteriority with 
respect to him who thinks it" (136). Equally relevant is Bruce Young's statement that Levinas 
has reached the conclusion regarding the "impossibility of capturing the other conceptually or 
otherwise”, that “indicates the other's infinity (irreductibility to a finite bounded entity) over 
which I can have power" (1). Levinas also grants metaphysical connotations to the word 
"infinite". Young further claims that Levinas defines the encounter with the face as "the living 
presence of another person" (1), as something experienced ethically as "in the face, the other 
expresses his eminence, the transcendental dimension and divinity from which descends" (1). 


1 Translation by David-Olivier Gougelet and Bernadette Cailler 
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The series of quotations offered by Young and belonging to Levinas also reveal the fact 
that the other person’s presence can be experienced in two ways: through the transcendental 
idea of the “face” (1), a face associated with suffering and that looks separate, distant revealing 
the Divine or the “Infinite” (1) and through “the literal face” (1), that is through bodily 
presence, gesture, action, speech. 

At the discourse level, the bodily presence is activated by the interrogative construction 
“‘What am I holding in my hand’, Christ asks Anne”. It functions as a specific modality of 
initiating communication and the exchange of meaning. The word “Christ” urges a two-fold 
interpretation, a religious and a philosophical one, Anne being further invited by Christ to see 
Him in the face of the other, her fellow man, “the original ‘locus’ of Revelation”, according to 
Cailler's appreciations on Levinas (141). 

If this interrogative construction associated with the word “Christ” hints at “Infinity”, 
the word “hazelnut” from “A hazelnut, Sir” sends us to another basic concept of Levinas 
“Totality”. It stands for “the finite and realized quantity of the infinite detail of the real”, as 
Cailler clearly quotes Levinas' definition of the respective concept (136). 

Murdoch has created a spiritual environment filled in with symbols and religious and 
cultural patterns. The series of questions related to the symbolic hazelnut (a sign of all that is 
made), namely “Is it so small?”, “How can it not perish?" intermingles with questions related 
to the poetics of space: “Where are you?” “Where do I live?” The answer: “Have you not heard 
it is said that birds have nests and foxes have holes but I have no home”, followed by: “Oh, Sir, 
you have a home” said Anne. “You mean”, “Love is my meaning” said Anne (Murdoch, 293) 
is grounded in “the spirituality of the One”, another concept quoted by Cailler in relation to 
Levinas' philosophy (135). This type of spirituality can be associated with Anne’s developing 
awareness that love, selflessness, unconditioned goodness are required to generate miraculous 
inside redemption. “The thought of the One that has done so much to magnify”, is another 
quotation belonging to Levinas that is mentioned in Cailler's study (135). It is translated, in 
Murdoch’s text, as an encouragement addressed to each and every individual not to spoil one’s 
“gift” of becoming the “miracle-worker” (Murdoch, 292) in the sense of “doing right” and 
“refrain from wrong” (292). According to Cailler, Levinas thinks that “the consent to this 
thought” (136) implies suffering as a necessary psychological and spiritual condition to be 
fulfilled, which is also the essence of Murdoch's philosophy. The message related to suffering 
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reverberates in: “If there were wounds, they have healed” and “If I could have suffered more, 
I would have suffered more” (293). 

Moreover, in order to prove Levinas’ assumption that one’s consent to doing good 
“transfigures, while neither offending nor de-routing the Diverse”, as Cailler's quotation 
reveals (136), we suggest that transfiguration brings about “images of awakening” (Bachelard, 
63). They refer to the awakening of our “active being from within ourselves” (63). 

As concerns the speech level, Anne’s symbolic encounter with Christ contains 
“elements of a confession of human dynamics” (63). Identifying herself with Anne - as her 
alter ego, Murdoch proves to be the creator of a spiritual destiny. As such, Anne will turn into 
a social nun (a spiritual soldier) meant to pass through and also to bring about various degrees 
of awareness in the other characters’ lives. After the visitation, Anne is overwhelmed by 
“loving attention” (Murdoch, 20), acting as the embodiment of a “conscience - in- action” 
(Bachelard, 64). 

For further expanding upon spirituality and the potential of the Murdochian text to 
reveal its meaning via philosophical interdisciplinary grids, we propose that Anne's vision of 
Christ could be also decoded resorting to Plato’s metaphysics built on his Theory of Forms or 
Ideas. Cornea’s article entitled “What Are We to Do with The Third Man” relies on the 
assumption that “all sensitive people” together with the “Ideal Man” participate in bringing 
about a new Ideal of man - the third man (15). In Murdoch’s novel, the Ideal Man stands for 
Jesus Christ, called by Jung “master of the collective unconscious”. As concerns the “sensitive 
man”, we relate this syntagm to Anne Cavidge before her experiencing the vision of Christ. 
The relation between the “sensitive Anne” and Jesus Christ generates within herself what Jung 
calls the phenomenon of individuation. It signifies the turning to good account of one’s will to 
change by accepting to take an inward journey and bring the dark socially unacceptable 
unconscious drives to conscious view (her feelings for the Count, her contradictory feeling 
regarding Gertrude, Tim Reede or the latter’s previous lover, Daisy). Whereas a conviction of 
the unity of all virtues characterizes Plato’s concern with the moral person (which is the basic 
idea of Cornea’s article), in Murdoch’s view, as it is clearly mentioned in Anne’s dialogue with 
Christ, the source of virtue is love. So for Murdoch, it is in loving others and in accepting them 
as they are that one is just to them. Anne’s inner struggle to see others in an unselfish way takes 
place at the level of consciousness. Her acquired virtue as knowledge of the Good by love of 
others, after Christ’s visitation, has contributed to creating a new ideal of man, the third man. 
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It has happened through Anne’s continuous process of “unselving” that means, on the one hand, 
the recognition of the importance of suffering which leads to virtue and, on the other hand, the 
importance of perceiving the others selflessly. 

But Anne, the Murdochian type of a saint-in-action, is not the only character in “Nuns 
and Soldiers” who is concerned with unselving and vision. Tin Reede, the artist, another 
customary type of Murdoch’s characters closely connected with Anne’s friend Gertrude, 
succeeds in extending the Platonic theory of the reflection of reality through art without 
fantasizing. As soon as he gains insight into the sea scape and into himself, he experiences a 
sort of spiritual renewal. 

This happens when he slides into the moving stream of a canal. He is “seized by a water 
demon” and “abruptly dragged round” and “jerked down” the canal until he grabs hold of an 
acacia. He finally manages to crawl out of the canal just before it enters a subterranean 
‘demonic’ tunnel. Tim follows the rule of Murdoch’s artists who are incapable to reach self- 
knowledge and comprehend the world “Till he communicates his past to others”, claims Bove 
(98). Unfortunately, Gertrude who has come to France, proves her egotism and interrupts him 
thrice while he is trying to speak about what Bove called his “shocking baptism” (96). Her 
gesture only proves how removed she is from the awareness of the other people’s needs and 
preoccupations. 

During the midsummer enchantment with the marvelous French landscape Gertrude 
profoundly impresses Tim who falls desperately in love with her. Transfigured with love their 
views of each other are altered. When Gertrude swims in the stone basin she looks like some 
sort of “goddess” and later Tim perceives her as “an Arthurian girl, a heroic girl out of a 
romantic picture” (Murdoch, 180). Tim himself looks “a different man from the pallid weedy 
rather hangdog young fellow who had come to Gertrude with apologetic hints about needing 
money. He seemed bigger, stronger” (177). 

The next day Tim worries that they have been enchanted by the landscape: “This 
couldn’t have happened at Ebury Street. It’s just something to do with here, with this place, 
this landscape. We're under a spell. But when we go away it will fade; you’ll see I’m just a dull 
fellow with ass’s ears” (188). The allusion to Shakespeare’s “Midsummer’s Night Dream” is 
obvious here. Their midsummer enchantment is short-lived. They return to London, get 
married, but their relationship is altered by anonymous letters accusing Tim of being a fortune- 
hunter. Tim temporarily leaves their lodging and returns to his former lover, Daisy. Meanwhile, 
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Tim already in deep need to be ‘saved’ and removed from the muddled existence, experiences 
a remarkable epiphany in Hyde Park: “The white light seemed to be with him but it was 
different now. He found that he could see through it. He could see the trees, the huge quiet 
planes, with their immensely friendly peeling trunks and the vast dangling swing of their 
downward reaching branches covered with feathery leaves” (388). 

The two representations of what had happened in France and in Hyde Park are 
suggested through the same verb ‘to see’. In the first context it is a verb of sensation and it is 
related to the idea of illusion, or deceitful love. In the second it equates with the verb ‘to 
understand’ and it stresses comprehension which relies on the intellect in its search for truth. 
As the joyful experience from Hyde Park begins to ebb, the next day it appears that Tim is 
denied any true insight. He continues to rebuild his life. He is caught again ill selling some of 
his paintings. 

Nature, natural, unnatural, all echo through the novel in direct connection with Tim’s 
renewal. He thinks that under the healing powers of the French landscape he and Gertrude can 
be reunited. As he finds her with the Count he takes flight again, tries to save an English collie 
in a canal, slips into the stream and the two are carried on to the stone tunnel mouth. Instead of 
drowning they are both deposited safely onto the valley below. Murdoch stresses the clarity of 
vision often associated with dramatic experiences: “Tim blessed the dog, he blessed the open 
sky and the sun, he even blessed the canal” (424). All the nouns enclosed between the two 
coordinates, earthly and unearthly respectively, supported by the verbal form ‘blessed’ mark 
Tim’s unselving and his recognition that “something in his life had begun there, something 
which tied deeply and mysteriously together with Gertrude and his art” (476). 

Many critics have wondered, due to Anne’s vision and Tim’s revelations, whether 
Murdoch is concerned with a transcendent authority or with Plato’s concept of good. Suguna 
Ramanathan thinks that the answer can be found in Murdoch’s dialogue on religion entitled 
“Acastos”: “I think it means that we’ve drawn to the idea of a sort of central-good, something 
very real after all morality feels more like discovering something than just inventing it and we 
want, to sort of, assert this central thing” (120). This thing is what Christ has told Anne, namely, 
that salvation is achieved through love and through accepting the insignificant condition of 
human beings. 

There are hints throughout the novel that, despite Anne’s superior spirituality, she might 
be able to come to accept contingency and ordinary human feelings. Her enthusiasm for the 
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novels she reads with Gertrude is a good example in this respect. She finds “Little Dorrit”: 
“amazing, crammed and chaotic, and yet so touching and magical, a kind of miracle, a strangely 
naked display of feelings, and full of profound ideas, yet one felt it was all true” (53). 

Her astonishment, expressed through the series of adjectives coupled with the noun 
‘miracle’, is some sort of extended acoustic metaphor indicative of how removed from life she 
has been, in spite of her various relationships with different artist figures: Gertrude, the Count, 
Guy, Tim and last but not least important with his mistress, Daisy. 

After Tim and Gertrude’s reconciliation, before leaving for America, Anne starts 
searching for Daisy, fearing that she might commit suicide. This form of charity hints at her 
awareness of the other people’s needs and at her capacity of directing her loving attention 
towards them. She halts at Tim and Daisy’s favourite pub “the Prince of Denmark”, another 
allusion to Shakespeare’s “Hamlet”. There she finds out that he has already left for America, 
also seeking her innocence. Anne is also willing and determined to forgive the gossipers of that 
pub who without knowing who she was, advanced unpleasant remarks regarding her experience 
as a nun. 

Her openness to the existence of other people and to reality itself has paved the way for 
experiencing a vision of the night full of snowflakes suggesting metaphorically a turning of the 
interior universe inside out: “the big flakes came into view, moving, weaving, crowding, 
descending slowly in a great hypnotic silence which seemed to separate itself from the sounds 
of the street below. Anne stopped and watched it. It reminded her of something, which perhaps 
she had seen in a picture or a dream. It looked like the heavens spread out in glory, totally 
unrolled before the face of God, countless, limitless, eternally beautiful; the universe in majesty 
proclaiming the presence and the goodness of its Creator” (503). 

In terms of conclusions, we can say that aesthetic perception as a visionary construal of 
goodness (mainly though the vision of Jesus Christ) is the result of Murdoch’s philosophy of 
“mobility”. It implies the individual’s psychological mobility to surpass selfishness and evolve 
towards selflessness, thus becoming other-centred. 

For this psychological background to become functional and credible we have 
employed a three-fold interpretative grid. On the one hand, we have turned to good account 
Murdoch’s ethical theory according to which the nature of virtue is not related to human 
interests, but it is intrinsically other-directed. On the other hand, we have taken into account 
Levinas’ philosophy based on recognizing the other as being infinite (e.g. hardly reduceable to 


590 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


a finite entity over which we can have power). We have also taken into consideration Cornea’s 
assumption that our sensitive nature associated with the Ideal Man (Adam before the Fall) can 
bring about a new Idea of man, the third man, ethically equipped to face reality and to 
successfully cope with temptation and suffering. In our case, Anne Carridge is a synecdoche 
(the one standing for the many) in her attempt to morally recover herself. 
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Abstract: From Modernism to American modernism, American literary modernism, American 
modernism in poetry, to Marianne Moore and Wallace Stevens, the paper narrows down to “Poetry ” 
by the former and “Of Modern Poetry ” by the latter as poetic manifestoes of modernism. Even though 
written in full Modernism (and twenty-three years apart), the two poems can be presented as 
embodiments of most features that we can identify in early and late modernist writing: poetry of ideas, 
reason and sensibility, poetry containing a theory of poetry, syllabic or free verse, total poetry of 
inclusion... The two poems are shown as similar in many respects, but the main point is rather that of 
viewing them as landmarks in the evolution of American poetry, proposed by two of the most remarkable 
of its represen tatives. 

Keywords: modernism, Moore, Stevens, poetry, imagination and reality 


Rooted in Enlightenment philosophies of the 18 th -century and rejecting (partly—see 
Stevens, for instance) 19 th -century Romanticism, Modernism may be said to be the cultural- 
artistic movement of the 20 th -century; more specifically, it is described as having started during 
World War I and ended in the 1960s, when the first anti-modernism (and post-modernist) 
obvious signs are registered. As a trend of thought—its theorists being at times more numerous 
and prominent than the creators themselves (in cases when they were not the same)—it began 
by affirming the power of the individual human mind to define and redefine itself anew 
(Stevens: “We live in the mind”), with no outside help; that means individualism and anti¬ 
traditionalism, belief in change, experimentation, emancipation and progressiveness springing 
from a philosophy of no respect for the past and “creative destruction” (the case of cubism in 
particular). The great war added to these a sense of disillusionment with a violent, vulgar and 
spiritually empty world (a “Waste Land”), as well as one of alienation, isolation and loss of 
identity. 

The typically modernist American culture responded promptly against the 
background of its intrinsic anti-historicism, utopianism and anti-conventionalism, by 
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developing such specific modernist inventions as the blues, and jazz (the Jazz Age as such), 
and experimental designs in architecture; then exoticism was added, coming from such 
immigrant cultures as the African (black slave), Caribbean, Asian, and European ones, and a 
new democratization of culture (including feminism—Emma Goldman, Djuna Barnes...) was 
perceived. The Armory Show Exhibition of 1913 brought across the ocean European 
Impressionists, Fauvists and Cubists, all of which contributed in the launching of such painterly 
movements as those represented by the Ashcan School, the Stieglitz circle in photography 
(including Edward Steichen and others), and the New York School; galleries (like “291”) 
representing Matisse, Rodin, Rousseau, Cezanne and Picasso were followed by native 
productions by Maurer, Hartley, Demuth..., Dove, Douglas, and O’Keefe. 

American literary modernism (with such a powerful presence in the immediate 
background as Walt Whitman) came to be represented by some of the greatest American 
writers ever (Pound, Williams, Fitzgerald, Hemingway, Faulkner), who responded 
imaginatively to the growth of modern science and technology (electricity, telephone, radio, 
cinema, automobile...), to the philosophies of Marx and Freud (with Darwin not far behind), 
to Einstein’s relativity, William James’ psychological ground-breaking investigations (stream- 
of-consciousness among them), or Bohr’s quantum mechanics, to fascism and the holocaust, 
to the Great Depression and World War II (late modernism already); fragmentation and 
nonlinearity, the themes of loss and exile (the Lost Generation), disillusionment and conflicting 
perspectives, gender roles and race relations, cruelty and anti-heroism are only a few of the 
more prominent features of their literature; concomitantly, New Criticism (John Crowe 
Ransom, Donald Davidson, T. S. Eliot, Robert Penn Warren, Cleanth Brooks, R. P. Blackmur, 
W. K. Wimsatt... ) developed as one of the most powerful critical (theoretical and practical) 
movements of the century. 

American modernism in poetry is as long lived and diverse as the works of Frost, 
Stevens, Eliot, Pound and Moore, H. D., Cummings, Jeffers, MacLeish and Lowell..., i.e. 
imagism and symbolism, waste lands and ideas of order, disjointedness and multiple 
perspectives again, skepticism and unrest, alienation and madness, poetry and a theory of 
poetry at the same time, language and imagination, etc. 

These last features take us to our two poets, Marianne Moore and Wallace Stevens 
(the order is that of the two poems we have chosen for our illustration). Moore (1887-1972), 
eight years his junior, was a lifelong ally and friend of Stevens; from her 1921 Poems , the 1951 
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Collected Poems (National Book Award, Pulitzer Prize and Bollingen Prize) and others (with 
such editors and preface authors as Williams and Eliot—her 1924 Observations was also 
closely reminiscent of Eliot’s 1917 Prufrock and Other Observations , something the two poets 
corresponded about), to the 1967 Complete Poems , the poetess also published .. .Literary 
Essays (1955), adaptations from Perault and translations from La Fontaine’s Fables , a 
dramatization of a novel by Maria Edgeworth ( The Absentee: A Comedy in Four Acts) , a 
Homage... to Henry James (a 1971 collective volume), and letters ('1997). An editor (of The 
Dial , 1925-29) and patron of poetry (much like imagist Amy Lowell), Moore lived for most of 
her life in Brooklyn and Manhattan. 

A good introduction to her “Poetry” may be these two related quotes (from an 
interview edited, in 1963, by George Plimpton and, respectively, from a 1967—i.e. when she 
was eighty—interview with Jane Howard): “A writer is unfair to himself when he is unable to 
be hard on himself’; and hard she is four years later: “I’m all bone... I’m good-natured, but 
hideous as an old hop toad / n.b. /. I look like a scarecrow. I’m just like a lizard... I look 
permanently alarmed, like a frog... A crocodile couldn’t be worse... My physiognomy... is 
like a banana-nose monkey...” So she was “fascinated” with toads, lizards, frogs and monkeys, 
but also octopi, pangolins, jerboas, bats, dragons, silkworms, sea lions, unicorns, mice and 
porcupines (in various places in her poems). Also in view of what follows, one can remind here 
that she was a devoted baseball fan (our emphasis) and in 1955 wrote a poem about the 
Brooklyn Dodgers published on the front page of the New York Herald-Tribune on the opening 
day of the World Series. 

In his turn, poet Wallace Stevens (1879-1955) worked almost all his life as a 
businessman—an insurance executive for a Hartford, Connecticut company. His literary 
preoccupations are best defined by his titles: Harmonium (1923), Ideas of Order (1936), The 
Man with the Blue Guitar/ Picasso (1937), Parts of a World (1942)..., “Notes toward a Supreme 
Fiction,” (1947), The Necessary Angel (essays, 1951); in 1980 Harold Bloom considered him 
“the best and most representative poet of his time,” and “a vital part of the American 
mythology.” The main effort of this meditative, philosophical “poet of ideas” is an engagement 
in finding order and meaning in a world that is, in the end, the product of the poet’s imagination 
as he attempts to find harmony in the chaos of reality; “An Ordinary Evening in New Haven”: 

“We keep coming back and coming back 

To the real... 
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We seek 

The poem of pure reality, untouched 
By trope or deviation, straight to the word, 

Straight to the transfixing object, to the object 
At the exactest point at which it is itself. 

...We seek 

Nothing beyond reality.” 

But he also reminds us that “reality is not what it is. It consists of the many realities 
which it can be made into;” and, in The Necessary Angel, “the imagination loses vitality as it 
ceases to adhere to what is real.” So let us have a look at the two poems and their “account” of 
the “genuine” (i.e. real, not pretended) and the “real” (i.e. true, actual, not false). 

Marianne Moore 

Poetry 

I too, dislike it: there are things that are important beyond all this fiddle. 

Reading it, however, with a perfect contempt for it, one discovers that there is in 
it after all, a place for the genuine. 

Hands that can grasp, eyes 
that can dilate, hair that can rise 
if it must, these things are important not because a 

high sounding interpretation can be put upon them but because they are 
useful; when they become so derivative as to become unintelligible, 
the same thing may be said for all of us, that we 
do not admire what 
we cannot understand: the bat 
holding on upside down or in quest of something to 

eat, elephants pushing, a wild horse taking a roll, a tireless wolf under 
a tree, the immovable critic twitching his skin like a horse that feels a flea, 
the base 

ball fan, the statistician— 
nor is it valid 
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to discriminate against “business documents and 

school-books”: all these phenomena are important. One must make a distinction 
however: when dragged into prominence by half poets, the result is not 
poetry, 

nor till the poets among us can be 
“literalists of 
the imagination”—above 
insolence and triviality and can present 

for inspection, imaginary gardens with real toads in them, shall we have 
it. In the meantime, if you demand on one hand, 
the raw material of poetry in 
all its rawness and 
that which is on the other hand 
genuine, then you are interested in poetry. 

And, of the eleven versions (between 1919 and 1967—but criticism-as-revision is no 
part of our intention here, as we already have our Ph.D. title, see infra) —, here is the 1924 one: 

Poetry 

I too, dislike it: 

there are things that are important beyond all this fiddle. 

The bat, upside down; the elephant pushing, 

the tireless wolf under a tree, 

the base-ball fan, the statistician— 

“business documents and schoolbooks”— 
these phenomena are pleasing, 
but they have been fashioned 
into that which is unknowable, 
we are not entertained. 

It may be said of all of us 

that we do not admire what we cannot understand; 
enigmas are not poetry. 
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And the final, 1967 version, where Moore overtly functions as a reader watching her 
own “thematization of omission” (J. D. Petersen), as her epigraph here was “Omissions are not 
accidents”: 

I, too, dislike it... 

Reading it, however, with a perfect contempt for it, one discovers in 
it, after all, a place for the genuine. 

Side by side with Wallace Stevens’ 

Of Modern Poetry 

The poem of the mind in the act of finding 
What will suffice. It has not always had 
To find: the scene was set; it repeated what 
Was in the script. 

Then the theatre was changed 
To something else. Its past was a souvenir. 

It has to be living, to learn the speech of the place. 

It has to face the men of the time and to meet 
The women of the time. It has to think about war 
And it has to find what will suffice. It has 
To construct a new stage. It has to be on that stage 
And, like an insatiable actor, slowly and 
With meditation, speak words that in the ear, 

In the delicatest ear of the mind, repeat, 

Exactly, that which it wants to hear, at the sound 
Of which, and invisible audience listens, 

Not to the play, but to itself, expressed 
In an emotion as of two people, as of two 
Emotions becoming one. The actor is 
A metaphysician in the dark, twanging 
An instrument, twanging a wiry string that gives 
Sounds passing through sudden rightnesses, wholly 
Containing the mind, below which it cannot descend, 

Beyond which it has no will to rise. 
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It must 

Be the finding of a satisfaction, and may 

Be of a man skating, a woman dancing, a woman 

Combing. The poem of the act of the mind. 

The argument in the 1919 “Poetry” (in Others 5 , No 6) is meant to take the reader 
into the poet’s confidence, as she appears (Ian Lancashire) now sensible and passionate, now 
querulous, indignant or pompous, while describing her contempt or dislike for poetry that is 
not “genuine,” i.e. avoids the “important” and “useful” emotions, represented by “hands that 
can grasp,” “eyes that can dilate,” or “hair that can rise,” and thus becomes “derivative” or 
“unintelligible” even as a result of the interpretation put upon these; “we do not admire what/we 
cannot understand,” i.e. the bat, the elephants, a wild horse, a tireless wolf, the baseball fan 
(herself) or the statistician (Wallace Stevens to some extent—unintentionally, of course) given 
to us by half poets, who are opposed to the real (genuine?) ones, “literalists of the imagination,” 
giving us “imaginary gardens with real toads in them”; the “raw material of poetry,” once again, 
has to be genuine; therefore, if the protagonist/speaker dislikes a particular kind of poetry in 
which intellectualization has led to incomprehensibility, she would prefer poetry whose 
omnipresent raw material is grasped imaginatively. And Stevens could not agree more: 
“enigmas are not poetry.” 

The “key to Moore’s poetics” (E. W. Joyce) seems to be found in the two quotations 
telling us that poetry exists only when poets have learned to be “literalists of the imagination” 
and can create in their work “imaginary gardens with real toads in them.” These quotations 
raise a couple of problems. Marianne Moore’s (very much like T. S. Eliot’s) is a quotation- 
studded poetry, so the readers are sent on wild quests for sources and for other possible 
allusions. As to “business documents and schoolbooks,” Moore’s own note refers to Leo 
Tolstoy’s Childhood, Boyhood, and Youth , translated by C. J. Hogarth (New York: Dutton, 
1912): “Where the boundary between prose and poetry lies, I shall not be able to understand. 
The question is raised in manuals of style, yet the answer to it lies beyond me. Poetry is verse; 
prose is not verse. Or else poetry is everything with the exception of business documents 
/Stevens must have known it quite well as a businessman/ and schoolbooks.” Moore’s poetry 
is in syllabic verse or free verse (the 1924 version), i.e. cadenced prose, in fact, and very often 
(as Ian Lancashire notes), her vocabulary and syntax do belong to business correspondence and 
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academic argumentation (she was also a teacher for a time)—but this may be only one of the 
several modernist ironies in the poem. 

The “literalists of the imagination” is an almost-quote from W. B . Yeats’ 1903 Ideas 
of Good and Evil (London: A. H. Bullen, p.182), where the Irish poet writes about Blake’s 
illustrations to The Divine Comedy ”: Blake was “a too literal realist of the imagination.” And 
the most famous of all quotes, “imaginary gardens with real toads in them,” having often been 
attributed to Moore herself (self-quotation), sent a critic like Laurence Stapleton to Milton’s 
Paradise , i.e. “the prototypical poetic garden... in which Satan... sits ‘Squat like a Toad, close 
at the ear of Eve” ( Paradise Lost , book 4, 1.800, in Elizabeth Gregory, 

http://www.enghsh.illinois.edu/maps/poets/ 

m_r/moore/poetry.htm). The imaginary gardens are Stevens’ stages, while “why 
toads?” has been the most frequently asked question. 

And the answers are as many: first, Moore seems to have been attracted by all sorts of 
strange creatures that occur in many of her poems (see supra) and she herself also sees herself 
as a toad in the Jane Howard interview; then the ugly, miserable, untailed, poisonous, unpoetic 
toad may also refer to any person regarded scornfully or contemptuously, who also embodies 
the power of the irrational or the uncanny, and is thus an emblem of failure; finally, there is a 
self-destructive, aimless, conceited, spoiled and impulsive, but also jovial, friendly, and kind- 
hearted toad in Kenneth Grahame’s The Wind in the Willows (1908)—a classic of children’s 
literature (turned into a play, Toad of Toad Hall by A. A. Milne) that includes other characters 
such as the Rat, the Mole and the Badger, plus weasels, stoats, ferrets, foxes, rabbits... 

But there also seem to be other quotes, including “I, too, dislike it” (from her notes 
copied from The Notebooks of Samuel Butler , 1912), “the raw material of poetry” (a clipping 
from the Spectator of 10 May 1913 about a Greek anthology), “hands that can grasp,” “we do 
not admire what/ we cannot understand,” etc. All these may mean, in her own words, that “we 
cannot ever be wholly original,” that modernists we might well be (rejecting tradition), but 
originality is always combined with indebtedness to the past, that T. S. Eliot’s “modernist 
inclusion” (the two-hundred-and-fifty odd notes to The Waste Land) is no accident. 

And this technique is also combined with revision as a modernist method of self- 
reflexivity (as in Picasso’s lithograph series David et Bethsabee , where the modernist painter 
reflects on the subject of staring, while Moore reflects on the subject of poetry within a poem); 
Marianne Moore in “Poetry” is both poet and critic, answering her “iconoclastic and reformist 
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frankness” (Jean Garigue) as she writes and re-writes her modernist manifesto over a period of 
fifty years, accumulating in it (probably) a multitude of influences (readers, critics, family, 
editors...). But there also others, like Hugh Kenner, who sees here a series of “textual 
mutilations,” with the 1967 (shortest) version as “the most calamitous revision of all;” or, more 
mildly, Bonnie Costello, who sees the first and last versions standing “not as original and 
revision but as two alternative statements;” or Anthony Hecht, who thinks that “she has 
provided a field day for Ph.D. candidates for years to come, who can collate versions and come 
up with theories about why the changes were made” (in Petersen); or K. L. Goodwin (in Ungar), 
who sees the 1967 version as a three-line aphorism upon the poem’s own evolution; or Moore 
herself, kind of complaining: “It is quite cruel that a poet cannot wander through his regions of 
enchantment without having a critic, forever, like the old man of the sea, upon his back.” Or 
the present author of this paper, who chose to regard the whole thing as a number of statements 
about modernist poetry, its ambivalences and ambiguities, its complexities, ironies and 
difficulties, its conflicting impulses, its exclusive inclusivism (willful contamination!!). 

Stevens’ argument also develops a theory of poetry in a piece of poetry in the voice 
of “a man speaking to men,” in order “to face the men of the time and to meet/ The women of 
the time.” The poem is constructed as a scenario, as a dramatization, showing us that the old 
(Romantic?) theater’s fixed scripts do not match modem realities as the new theater requires a 
new discursive thought, i.e. a poetry “about how the mind’s eye can represent itself, when it 
reflects on its acts.” (Charles Altieri) The mind is thus simultaneously both subject and object 
of the poem. Very much like Moore’s, Stevens’ modernist consciousness is based upon a 
process of negation, with the words becoming actors in a self-reflexive world. 

The poem can be easily seen to move from “It has to...,” and “It must...” to “may 
be,” becoming, as it does so, another manifesto on what the poet believed to b e crucial to the 
further development of (modernist) poetry. In spite of MacLeish’s famous adage in his “Ars 
poetica” (“A poem should not mean/But be”), Stevens’ poetry is a search for meaning (“to find 
what will suffice”); this new poetry needs “a shareable virtual space” (Altieri), a stage that 
combines writing and reading, speaking and listening, acting or performing and watching or 
witnessing; this is the full containment of the mind, that offers both its own perception and 
construction. 

The poem also contains a merging of Romanticism (Wordsworth, Coleridge) with 
modem literary concepts; for both Wordsworth and Coleridge is simultaneously artist and critic 
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(as they both were as well), or both mind and sensibility for Stevens; if Wordsworth’s poetry 
was the “spontaneous overflow of powerful feelings” or “emotion recollected in tranquility,” 
for Stevens it is a well thought out idea, merging (like with Coleridge) literary theory and 
criticism controlled by the “secondary imagination” or the self-reflexive mind: “accuracy of 
observation is the equivalent of accuracy of thinking.” Living in the mind (see supra) , the poet 
regards imagination as thought, and thought as part of life, which also includes artifice; so, 
again, total inclusivism defining once more the modernist poetics. 

Consequently, Stevens’ translation of the famous statement is that poems are 
imaginary stages with real actors/poets on them; these metaphysicians in the dark (also 
including Eliot with his burglar in the dark) watch either the baseball fan and the statistician, 
or the man skating, and the woman combing... on a large stage, “a physical framework that is 
literally the ground for /such/ theatrical gestures” (Altieri) meant to exhibit the “complex 
energies of negation.” “Genuine” is “real” in this imaginary setting, where the “it” of Moore 
(“poetry”) and the “it” of Stevens (“the poem of the mind”) become the “raw material” for a 
new act on a new stage. With such manifestoes, modernism may be said to continue forever. 
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DISEASE AS A CULTURAL EXPERIENCE- A LITERARY 
ANTHROPOLOGICAL APPROACH 


Gabriela-Mariana Luca 

Assoc. Prof., PhD, ’’Victor Babes” University of Timisoara 


Abstract: The metaphor of the body radically changes in a pathological condition. The disease 
insinuates itself, attacks, disturbs, and diminishes the in tegrity of the subjective normality of the body, 
stigmatizing it on two plans: visible and invisible. The rediscovering of our own bodies by each of us, 
unfortunately a patient eventually, the reevaluation of the relations with one's self and others constitute 
the subject for our study. In a world dominated by technology, the involvement of the five senses remains 
a key dimension in the art of medicine. An entire series of essential issues of the sanitary act have their 
roots in these dimensions of the body: touch, smell, sight, hearing, taste. More so, shapes of knowledge 
(to control-to care for, set certain limits in medical practice and sometimes establish long distance 
relationships) are defined with generosity and of the closeness between the caregiver and the patient. 
We suggest a work area between two different approaches "about and together" of the "embodiment" 
of the disease which can be sour and harsh, it can see, hear and smell, as taught by Louis Schittly, 
physician and writer. 

Keywords: disease, senses, bod, cultural space, Louis Schittly. 


Motto: “Aujourd’hui, j’ai soixante-dix ans, et je suis line sorte de vieil homme, en bon etat 
general, done condamne a la jeunesse. Je reve encore de mourir debout. 

Louis Schittly 

O abordare antropologic-senzoriala a bolii, pe baza operei unui medic scriitor, poate fi 
o incercare dificila si nedreapta atat timp cat demersul porneste, cauta sa creasca si se opreste 
apoi doar in spatiul strict al bibliotecii. 

Nu se poate vorbi despre conditia patologica a corpului si cu atat mai putin de fireasca 
intrupare a suferintei sale - dublul sine qua non: corp in corp, la inceput insinuant, culminand 
in cele din urma uneori agresiv, alteori intelept, decat daca ai fost aproape de ea, daca i-ai simtit 
mirosul fetid, nuantat, intre amenintare si obsesie. Terenul sensibil oferit de corpul bolnav se 
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modeleaza mtre sine si celalalt, trasand granite flotante si lasand in urma impresii amprentate 
in memorii subiective care capata directie si tensiune de val doar atunci cand se alatura, cand 
intra in dialog, cand devin colective. 

Intalnirea 1 cu Louis Schittly a fost una dintre cele coplesitoare, cand ideile se reaseaza, 
cand timpul si spatiul se redimensioneaza in functie de omul pe care-1 ai in fata si prin care 
intelegi de ce istoria alege, la un moment dat, sa se intample intr-un anumit fel. 

Indiferent de drumurile si departarile pe care le va fi strabatut, Schittly va fi pentru 
totdeauna parte din pamantul care 1-a zamislit, la care s-a intors si al carui ritm ii masoara si 
acum trecerea catre clipa cea de pe urma. El insusi se prezinta ca un simplu taran: ,j ’etais un 
paysan alsacien qui apportait son aide a des paysans afghans, rien de plus”. Cum s-ar putea 
interveni intr-o astfel de carte de vizita: simpla, directa, fara pretentii de alls 2 ? 

Este unul dintre acei oameni de zambetul carora te poti sprijini pentru o etemitate, care 
iti dau curaj si incredere, care-ti schimba neputintele si temerile in victorii. Se declara cu 
sinceritate doar un biet taran care n-a facut decat sa ajute alti tarani. 

Un profesionist, taran si cavaler fara teama si fara prihana, acesta este Louis Shittly. 

Cartea sa, L ’ homme qui voulait voir la guerre de pres , cu subtitlul, Medecin au Biafra, 
Vietnam, Afghanistan, Sud-Soudan 3 , in functie de ochii care o parcurg, poate fi deopotriva 
document istoric, cronica de razboi, studiu antropologic, raport medical, dovada de netagaduit 
a unui talent literar innascut, lucrarea unui om de un umanism pragmatic, al carui destin este 
sa traiasca liber si sa-i invete si pe altii ce inseamna libertatea absoluta a (iintci. 

Prin 1969, Louis Schittly era un medic tanar, de doar 31 de ani, care accepta o misiune 
pentru Crucea Rosie in Biafra, loc azvarlit de razboiul civil intr-un intuneric dens, intru totul 
opac, in care sute de copii se stingeau infometati ca niste lumanari fragile, uitate pe pervaz cu 
ferestrele deschise. Infruntand lipsuri greu de imaginat, luptand cu disperare pentru fiecare hear 
de viata, medicul, devenit unui dintre pionerii organizatiei Medecins sans frontieres, nobelistul 
pentru pace de mai tarziu, hotaraste ca menirea sa este de a-i ajuta pe cei lipsiti de orice sprijin, 
de orice asistenta medicala. 4 Pana in 1996 urmeaza Vietnam, Afganistan, Sudanul de Sud, tot 

1 Mai 2013, Universitatea de Medicina si Farmacie ’’Victor Babes” din Timisoara, Louis Schittly in dialog cu 
tinerii medicinisti timisoreni 

2 Medic, Premiul Nobel pentru Pace, acordat in 1999, in calitate de co-fondator al Organizatiei Medecins sans 
frontieres, scriitor 

3 Flammarion/ Susanna Les Associates/ Versalio, Paris, 2011, 380 p. 

4 Acesta este de fapt si crezul organizatiei: " Actiunea umanitara este mai mult decdt un simplu act de generozitate, 
o simpla actiune de caritate. Scopul ei este sd construiasca spatii ale normalitdtii in mijlocul a ceea ce este 
anormal ”, spunea in 1999 dr James Orbinski, presedintele consiliului international al organizatiei Medecins sans 
frontieres in discursul de acceptare al Premiului Nobel pentru Pace. 
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atatea locuri in care curajul si teama coexista ca niste ’’frati ce se dusmanesc, dar care se 
hranesc unul pe celalalt” cum ar spune tot el, medicul. 

Lucrarea de fata nu isi propune sa studieze tensiunea etica din lumea contemporana ori 
modul in care sunt gestionate crizele politice, evidentele violari ale dreptului fiintei umane la 
viata si nici modul in care organizatiile umanitare isi construiesc si aplica programele de 
salvare, tema de reflexie antropologica foarte prezenta (Redfield, 2005). 

Relectura cartii lui Louis Schittly in urma conferintei sale la Timisoara si a discutiilor 
pe care le-a avut cu studentii medicinisti interesati, in primul rand, de relatia medic-pacient in 
situatie de criza, a condus la aceasta analiza. Scopul ei este sa configureze, din elementele date, 
un portret coerent al practicianului si sa inteleaga nu doar un alt mod de a practica medicina, ci 
si modele de intrupare ale bolii precum si relatia dintre medicul altfel (destul de diferit fata de 
cel ce profeseaza in marile spitale ale lumii) si patologicul astfel personificat - suma in actiune 
a tuturor simturilor, in reprezentari ontologice, exogenice, malefice (Laplantine, 1993). Un 
demers polifonic, o antropologie senzoriala se naste din povestea rostita de personajul central 
care a fost mai mult decat un malinowskian observator participativ. Povestea sa compune 
imagini zugravite din vorbe. Vorbele descriu senzatiile. Atat de fidel incat tu, 
ascultatorul/cititorul simti. Simti mirosul de praf de pusca, urina si fecalele locurilor bantuite 
de boala si foamete, damful intepator al medicamentelor si dezinfectantelor. Iti simti bratele 
confuze pentru ca nu mai pot aprecia greutatea unui trupusor de copil si greata. O greata 
profunda, ravasitoare din pricina neputintei, o usturime in proprii ochi secati de lacrimile altora 
si o dorinta imensa de a fi prezent, de a fi capabil sa ajungi sa mangai inunda clipa. Posibilelor 
acuzatii de subiectivism datorat renuntarii la matritele paradigmelor rationale le-am raspunde 
ca o antropologie a simturilor continua sa creasca admirabil, completand trusa cu unelte 
metodologice a cercetatorilor, prin lucrarile de referinta ale lui Bernard Andrieu (2008, 2014), 
David le Breton 5 , Alain Corbin (1990, 2005), David Howes (2003), Nicolae Panea (2013), 
pentru a cita doar cateva exemple, antropologie in care credem si pe care ne sprijinim 
argumentele. "Realitatea antropologului este lumea ce iese modelata din interactiunea 
sensibilitatii sale cu el ca biblioteca si el ca vointa de a se recunoaste in aceasta realitate ” 
(Panea, 2013:50). 


5 La Chair a vif Usages medicaux et mondains du corps humain, 1993,Paris, Metailie; La Peau et la Trace. Sur 
les blessures de soi, 2003, Metailie, Anthropologie du sensoriel (avec Colette Mechin et Isabelle Bianquis), 
L’Harmattan, .La saveur du monde : Une anthropologie des sens Broche, 2006, Metailie etc. 
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Un examen de laborator al suferintei 

Alaturi de foamete, boala este unul dintre cele mai mari rele ce definesc conditia unui 
muritor. Zeii nu pot fi nici flamanzi, nici bolnavi, iar boala nu poate fi decat o consecinl.a 
fircasca a furiei lor aruncata peste oameni, atat de vulnerabili, fie ei devotati cerului sau nu. 
”Ceux qui croyaient au ciel...et ceux qui n’y croyaient pas sont dans les memes tranchees, 
reqoivent les memes bombes sur la tronche” (Schittly, 2011: 63). in razboi, chipurile se 
amesteca, moartea nu alege, identitatea faramitata in aschii insangerate provoaca priceperea 
medicilor de teren. Presa straina transmite despre pagubele omenesti, despre suferinta, despre 
nevoia de suport, modeleaza context, iar multi tineri occidentali iau calea zonelor de conflict, 
unii catre India, Kabul, Tibet, altii catre continentul negru. Entuziasmul, curiozitatea, spiritul 
de aventura al Europei anilor ’70, asezata si indestulata, dau un curaj nebun, suicidar in multe 
randuri, celor care-si testeaza in permanenta limitele. Crezul hipocratic, dorinta de a fi in miezul 
fierbinte al evenimentelor, de a darui, il fac pe tanarul cercetor, fost seminarist 6 , sa arcuiasca 
drum dinspre inima Parisului catre inima Africii. 

a. ’’Clinica” - spatiul si limitele sale 

Aeroportul din Biafra, prima poarta in tot acest exercitiu initiatic, avea sa confirme ca 
in realitate lucrurile sunt intotdeauna altfel. Plonjat intr-o mare de sunete si de miesme, tanarul 
doctor a inteles din primele clipe ca va trebui sa descopere si sa invete o lume total diferita: 

«Au sol, il y a beaucoup de monde pour nous accueillir, des rires, des cris - et une 
puanteur epouvantable, des relents de merde humaine. Toute 1 ’atmosphere en est envahie. Qa 
pue I’homme en detresse, car dans cet aeroport en pleine brousse vivent des centaines de 
personnes affamees, a 1 ’affut des moindres restes et miettes tombes des sacs. « (2011: .32) 

Nenorocirea duhneste. Acest rau al fiintei se cere eliminat. Tipatul, sunetul sfasietor si 
ascutit se dovedeste mult prea timid. Reducerea, risipirea, aneantizare fiintei, acestea sunt 
rezultantele nenorocirilor omenesti ce transforma societatile bolnave, ca sume de fiinte alterate, 
in disperare si neputinta. Chiar si aceea de a nu te mai putea abtine, de a nu-ti mai pasa. Amaud 
Levy (1976: 117-131) analizeaza cuvantul segret care aparea in secolul al XVI-lea cu acela§i 
sens ca §i astazi si explica faptul ca doar cu un secol mai devreme, camera segrata desemna 
un loc al siguran|ei. in ceea ce prive§te radacina latina, cerno, ea subliniaza opcrapa de separare 
§i este parte components, deopotriva pentru secret §i pentru excrement: faptul pune clar in 
cvidenta asocierea dintre secret si corp, de data aceasta cu rcfcrintc anale. Secretul devine 


6 Louis Schittly , inainte de a urma studii medicale, a fost elev la seminarul si colegiul episcopal din Zillisheim, 
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susceptibil de a se incarca cu scmnillcapilc unui produs necesar si ru§inos deopotriva, iar 
recunoa§terea sa implied o delimitare efectiva intre interior si exterior. Pentru a-1 mcntinc 
nealterat, devine limpede necesitatea pastrarii sale in interior. Ca acest fapt sa fie posibil, se 
impune ca limitele afara-inauntru sa fie mai intai reperate, conturate cu fermitate mai apoi, 
astfel meat sa se realizeze o traversare a celor doua spapi in deplina siguranta: “putem socoti 
spa (in! secretului ca pe un teritoriu propriu subiectului in care sunt conservate de catre el 
insup elementele ce i-ar fi asigurat identificarea primara: seer etui delimiteaza aria p 
desemneaza veritabilii protagonipi ai primului conflict psihic inconpient [...]astfel incat 
bariera creata de secretprotejeaza subiectul [...] de tot ceea ce arputea sa-ipuna in pericol 
coerepa organizariiprimare” V. Smirnoff (1976: 22-55). 

Vizibil impresionat, Schittly, in aceasta etapa a initierii -de separare, de prag, simte 
acuitatea pulsand a tuturor simturilor sale. Oricat de mult citise despre ceea ce se intampla intr- 
un teatru de razboi, oricat de bine il antrenase facultatea de medicina si urmele atat de 
indepartate, voit neglijate o vreme, ale educatiei catolice, sa faca fata durerii, nu realizase pana 
la intalnirea cu Biafra cat de fidele si rascolitoare, cata informatie pretioasa si imediata pot 
aduce mesajele senzoriale. Sa devii peste noapte medic de cinci simturi: sa inveti sa evaluezi 
din ochi pagubele unui corp suferind, sa poti castiga astfel secunde pretioase in lupta pentru 
viata, sa gasesti solutia potrivita atunci cand pare ca nu ai nici solutie, nici speranta, se aduna 
in adevarata provocare pentru un fidel al lui Hipocrate. 

Desi a vazut moartea de mai multe ori pe minut, ani de-a randul, nu s-a obisnuit 
niciodata cu ea. Chipul ei inghetat, mulat pe fetele copiilor ii proaca si acum, la saptezeci de 
ani, o furie scaldata in lacrimi. Cu gene incurcate in emotii povesteste despre copii. Copiii n- 
au voie sa moara. Ei sunt, pentru orice cultura, un simbol. Sunt simbolul devenirii noastre si 
un copii care se stinge reprezinta o speranta, o lumina ce se stinge. Cum ar fi sa ajungem intr- 
o zi sa traim intr- o lume a viitorului plonjata intr-o bezna absoluta? Copiii n-au voie sa moara! 
Cu toate acestea, in multe situatii a fost nevoit sa aleaga, ”sa-i sorteze”- si acest lucru este mai 
mult decat o cruzime, constientizata, asumata, chinuitoare - din sutele de copii pe cei cu sanse 
de supravietuire, oricat de marunte ar fi ele: "Je suis Vange Gabriel pour les uns et I’ange de 
la Mort pour les autres ” (Schittly, 2011: p.67). 

Chipul Sabinei, micuta de patru ani ce cantarea aproape patru kilograme cand s-au 
intalnit, victima ’’colaterala” a razboiului, adauga medicul ghilimelele cu trista ironie, tocmai 
in ideea ca nu poti considera viitorul ocupand fulgurant un plan secund, a devenit emblamatica. 
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Parte intrinseca a procesului de formare a medicului de razboi, Sabina este insasi personificarca 
lacrimei si a surasului: ”Elle s’accroche a moi, et I’emmene partout en la portant sur ma 
hanche, memependant les consultations ” (Schittly, 2011: 200). 

In scoli, solfegiile si exercitiile de matematica ori lecturile au fost inlocuite de gemete 
prelungi. Scolile s-au transformat in spitale si copiii au devenit personificari ale foamei: ”les 
salles de classe sont devenues des salles d’hospitalisation dits wards, dotees, chacune de huit 
lits, soit metalliques, soit des lits africains, en bois de palmier, fabriques sur place de 
menuisiers. Les enfants sont couches a raison de cinq a huit par lit, avec une seule grande 
couverture - car les nuits sont fraiches. ” (Schittly, 2011:36) 

Afara, suieratul gloantelor si al exploziilor sficuie aerul. Oamenii se fac una cu 
pamantul si asteapta in tacere sa se opreasca. Tacerea e densa, materials, apasatoare. Cand 
bombele tac, tacerea se sparge si ea: ’’rasul alunga angoasa”. Acesta este momentul in care 
atingerea scrie dialoguri: degetele, podul palmelor, umerii. Oamenii se privesc, doar se privesc 
cu un hear de surpriza si bucurie ca au trecut si peste asta, se ating: usor pe chip, pe umar... ”Pe 
termen lung, totul se transforma in ritual”, spune doctorul. Si a intrat spontan si el in ritualul 
acesta. La un moment dat, chiar s-a surprins crezand in baraka: adica protejat de zei si 
intangibil. Stupid, completeaza el, dar foarte bun pentru moral. Esential este faptul ca propriul 
corp invata repede lectia supravietuirii, chiar daca niciodata nu fusese explicit antrenat. Atent 
la fiecare sunet, la fiecare adiere de vant, corpul stie cand are permisiunea de a se misca, cata 
miscare se cuvine sa faca si cand trebuie sa se prefaca intr-un corp mort ca sa protejeze 
miracolul propriei vieti. 

Asa arata ’’clinica” intr-un teatru de razboi: aid si acolo, despre si impreuna. Acolo 
unde sunt oamenii, sub cerul liber sau la ’’adapost de cer”. 

b. Medicul si boala; chip si transfigurare 

Doctorul, pregatit aprioric ’’pentru orice”, se declara emotionat si hipnotizat de peisajul 
grotesc al foametei. Copiii acestia sunt ca niste mumii umblatoare. Prin ei, foamea, ce pare ca 
s-a divizat la infinit si a umplut un alt colt de pamant mizer tocmai acum in vremea calatoriilor 
pe luna, nu face decat sa reconfirme axioma antropologica: omul este o mare problema pentru 
om (Affergan, 1987). 

"De petites creatures decharnees, avec des tetes de grands vieillards et lesyeux enfouis 
dans leurs orbites, qui vous interrogent. Le poids moyen de ces enfants a leur admission chez 
nous est approximativement de trois a quatre kilos pour les enfants de trois ans, quatre a cinq 
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kilos pour les enfants 'a quatre ans....Ils sont tous nus. Alors, pour les reconnoitre etparce 
qu ’ils n ’ont pas de carte d’identite, nous leur collons un morceau de sparadrap sur le front” 
(Schittly, 2011: p.37). 

Copiii sunt copii peste tot in lume: dupa ce se mai intremeaza putin, alearga, se joaca, 
fac larma. Acest lucru este fascinant si pentru profesionistul in medicina care redescopera 
lumea prin ochii lor mari si uimiti. Astfel, culorile, sunetele, texturile se lasa reinvatate. Filtrul 
senzorial, reactivat, devine tot mai fin, tot mai subtil. Occidentalul se trezeste traind simultan 
in doua lumi: cea care 1-a format si careia ii datoreaza sabloanele si o buna parte din amintirile 
care sorteaza si eticheteaza impresiile actuale si cea a realitatii concrete: navalnica, 
imprevizibila. Naucit in aceasta dubla paradigma, el trebuie sa profeseze intr-un permanent 
exercitiu de adaptare, comparand, invatind, comparand din nou. 

’’Deparazitare, transfuzie, hranire” sunt actiunile cheie ce par sa descrie toata munca 
medicului de teren. Zilele si noptile se ingemaneaza, suita de fapte se succede neincetat: 
deparazitare, transfuzie, hranire... 

’'Le manque d’albumine dans le sang entraine alors des cedemes generalise: le visage 
de Venfant devient bouffi, les bras et les jambes sont boudines, les cheveux et la peau 
s’eclaircissent, les cheveux deviennent presque blond clair, I’abdomen est rebondi. L ’cedeme 
du visage lui donne une expression figee de Pierrot lunaire, etonne et triste” (Schittly, 2011: 
P-38). 

Intr-o lume dominata de tehnologie, medicul, privat nedrept, frustrant, de o buna parte 
a tot ceea ce inseamna progres, se intoarce catre sine: "le reste de l ’examen sera clinique et 
semiologique: regarder, sentir, toucher, palper, tapoter, ecouter... ” (Schittly, 2011: p.39). 

E destul o privire ca sa realizeze dimensiunile bolii. Cand nu este bine hranit, corpul 
incepe sa consume ”la foe mic” din rezervele proprii: mai intai muschii si grasimea de pe 
membre, apoi cea abdominala. Copiii sunt atat de slabi incat abia pot pasi, iar cand li se pune 
un pumn de orez in mana, le ia o ora pana sa-1 manance, bob cu bob. Valoarea normala a 
nivelului de hemglobina din corp este 12, insa pe toata durata activitatii sale in Biafra, medicul 
n-a intalnit valori mai mari de cinci. Spectacolul tragic al bolii devine si mai greu de indurat in 
cazurile contaminarii cu ascaris 7 : ” Chez certains enfants, les intestins en sont tellement envahis 
que les vers leur sortentpar la bouche ou par le nez ” (Schittly, 2011: p.39). 


7 Viermi intestinali care masoara aproximativ douazeci de centimetri, contaminare oro-fecala 
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in rarele momente de ragaz, doctorii plasmuiesc scenarii de natura utopica, cu mese 
imbelsugate, franturi de Cucania, dar nu cu riuri de lapte si miere. Colegul Dominique este 
obsedat de conservele de sardine, de numarul lor, de buna lor gestionare. Face si reface calcule, 
cautand varianta salvatoare: o cutie de sardine pe saptamana, pentru fiecare copil, ar preveni 
kwashiorkor- ul. in scenariul sau cel mai frumos, sute de conserve de sardine pica din cer. La 
rfndul sau, Louis viseaza iepuri (crescut la ferma, sarcina lui era de a ingriji si inmulti iepurii), 
amintiri proustiene il inunda si locurile incep prin a se suprapune, apoi a se confunda: Alsacia, 
Biafra, Alsacia... . Insa populatia Ibo nu cunoaste iepurii. Un coleg din Chile ii spune ca exista 
iepuri care cresc in climat tropical, asemanator cu cel din Biafra. Visul prinde forma, se 
ancoreaza in concret. Da, se va interveni pe langa ministrul agriculturii din Chile si vor solicita 
sprijin in acest sens (a promis ca o s-o faca si a facut-o). Pana atunci insa se impune gasirea 
unor alternative, chiar inventarea unor proteine la nevoie, poate cei cativa arbusti ale caror 
frunze contin mai multe proteine decat altele pot prelungi clipa, dar continutul este atat de 
modest... . Unii pacienti renunta la lupta. Medicul sufera, neputinta doare, macina. "Chaque 
medecin a son cimitiere secret etpersonnel dans son jardin. Chaque mort est une douleurpour 
nous, mais c’est leprix de notreprogression dans le metier” (Schittly, 2011: p.68). 

Lectia cea mai profunda ramane acceptarea propriei morti. Nici fatalitatea, nici credinta 
nu conduc spre aceasta concluzie. Reflexia este responsabila directa, reasezarea valorilor in 
propria viata, spune Louis Schittly. Isi aminteste ca student ori tanar medic Hind in Franta, 
privea moartea si dragostea cu totul altfel. Intensele iubiri au ramas acolo, pe strazile 
romanticului, iluminatului Paris. Sexul nu-1 mai intereseaza. Toata energia este canalizata in 
faptele pe care le comite si in proiectele pe care le articuleaza. Totul se petrece intr-un du-te 
vino senzorial, simultan: si aici si acolo. Nu pot li privite ca unitati separate de timp si de spatiu. 
El, omul, este liantul faptelor, el este terenul, spatiul corpului sau este singurul spatiu concret, 
intelege si transmite semnificatiile. 

in campania din Vietnam, de exemplu, in timpul consultatiilor, realizeaza ca 
majoritatea pacientilor sai sunt tarani, asa cum era si el. Pana mai ieri, in locul unde se credea 
un strain, brusc, s-a trezit de a-1 casei, avandu-i in fata, prin acei sateni, pe unchii, matusile, 
nepotii, vecinii lui, retraind povestea familiei sale, a mamei care isi pierduse la 13 ani trei dintre 
frati, povestea liniei frontului din 1915 care trecuse prin satului lui. 

”Le «Biafrais« et «l ’Afghan« n ’etait plus le me me homme. A quarante ans, on se sait a 
mi-chemin du grand parcours. Je me croyais eternel a trente ans et me suis decouvert mortel 
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a quarante. Est-ce uniquement Edge ou la frequentation de moins en moins romantique de la 
mort, mais a quarante ans, mes reperes mentaux d’avant ne fonctionnaient plus. J 'avals voulu 
changer le monde, puis le tiers-monde et l ’Alsace, puis sauver la petite paysannerie ” (Schittly, 
2011:301). 


Foaie de observatie - cateva concluzii 

In conditie patologica, metafora corpului se schimba radical. „Nu am mai sti astazi sa 
vorbim despre corpul nostru si despre functionarea luifara a recurge la vocabularul medical.,, 
(Faure, 2005: 13). O analiza pertinenta poate II doar rezultatul unei abordari interdisciplinare. 

Boala se insinueaza, ataca, ravaseste, stirbeste, prin efractie, potrivit unor simboluri si 
referinte socio-culturale (Laplantine, 1993), integritatea normalitatii subiective a corpului, 
stigmatizandu-1 pe doua planuri: vizibil si invizibil (Giacomoni, 2011). In lumea zilelor noastre, 
obsedata de progres tehnic, implicarea celor cinci simpiri in practica medicala, ramane o 
dimensiune cheie. O serie intreaga de problematici esentialc ale actului sanitar isi au radacinile 
in aceste dimensiuni ale corpului: atingere, miros, vaz, auz, gust. Mai mult, se redefmesc astfel, 
cu generozitate, forme ale cunoasterii. A controla - a mgriji se identified in forme ale apropierii 
intre cel care ingrije§te §i cel care este ingrij it si compun strategii terapeutice atunci cand 
supravegherea se face de la distanta. Doua abordari disciplinare despre p mpreuna, 
antropologica si medicala, a mtruparii bolii care poate fi amara si aspra, poate vedea, auzi, 
mirosi intra in contact pe terenul sensibil al literelor, al scriiturii. Realitatea textului, realitatea 
faptelor, povestitorul si personajele se supun unui discurs, din nou, despre care creste doar in 
dialog, adica, neaparat, impreuna. Doar astfel discursul evolueaza, capata profunzimi 
revelatorii intre corp si anti-corp, deopotriva, magice, fabuloase, cognitive. 

"Este evident, in acest context, ca receptarea senzoriala nu are doar o dimensiune 
culturala, ci si una sociala, si ca descrierea comportamentelor culturale, a realitatilor socio- 
culturale, in ansamblul lor, nu se poate dispensa de aportul ei, fara constiinta clara a 
incompletitudinii” (Panea, 2013: 15-16). 
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COMPLEXES OF THE ROMANIAN CULTURAL PROMODERNISM 
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Abstract: "Developing the middle line” of the Romanian diplomatic cultural promodernism is a well 
received opportunity to refocus on the perspective of a certain historical dynamic of the cultural 
phenomenon. Thus, "Renaissance era" for Romanians, as a "axiological medium", can be considered 
a stepping stone for change, but also for transition from medieval to modem. The "Renaissance Man" 
is a humanist with a fertile spirit of tolerance. Therefore, we identify some distinctive characteristics 
for the "new culture": discovery of Man and Universe, the crisis of beliefs and traditional moral, the 
establishment of "new relations" (economical and cultural) between noblemen and the burgeois 
(bonjourists) and so on. The values of the new culture are found in the restoration movement of a 
"closed system" and a system "opened" by values. 

Contusion: In extent to this new concept regarding the new construction of the European world, we 
also find the Romanian cultural world in a search for permanent synchronization with the world of 
Occidental culture, a type of introduction in the cultural phenomenon for which the suitable term would 
be "historical acclimatization" - an approximation of the adaptation and migration of culture through 
"diffusion " and "acculturation". This is a perspective which allows us to include literary texts alongside 
factual/diplomatic ones, as part of an ample and archi-textual process. Also, we can state that the 
"Dependency" to the Ottoman Empire was no impediment for Romanian Free-Mason diplomatic 
writers to directly involve themselves in adapting and adopting the occidental cultural model, despite 
the fact that the road ahead was one of serious catching-up. 

Keywords: promodernism; Renaissance; acclimatization; catching-up; writers. 


Rezumat: „Developarea liniei medii” a diplomafiei promodernismului cultural romanesc, 
constituie o binevenita ocazie de a reveni la perspectiva unei anume dinamici istorice a fenomenului 
cultural. Astfel „epoca Renayterii ” la romani, ca „mediu axiologic”, poatefi considerate! ca f ind una 
de cotitura dar yi de tranzifie de la medieval spre modern. „ Omul Renayterii ” este un umanist cu un 
fertil spirit de toleranta. Ca atare, identificam trasaturi distinctivepentru „noua cultura” cum arfi: 
descoperirea omului yi a universului, criza credinfei yi a moralei tradifionale, instituirea unei „noi 
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relat'd ” (economice §i culturale) intre boierii de vi(d (nobili) §i bonjuri§ti (burghezi) §.a.m.d. Valorile 
noii culturi se recunosc in mifcarea de restaurare a „sistemului inchis ” §i a celui „ deschis ” de valori. 

Concluzii: In ton cu acest concept despre noua construcfe a unei hum europene descoperim §i 
lumea culturala romaneasca, aflata intr-o cautare de permanenta sincronizare cu lumea culturii 
Occidentale, un fel de introducere in circuital fenomenului cultural - pentru care termenul cel mai 
potrivit ar fi „ aclimatizare istorica” prin care se aproximeaza fenomenul de adaptare §i migrafie 
specific transportului cultural prin „ difuziune ” §i „ aculturafie Este o perspective! care ne permite sa 
includem textele literare, impreuna cu cele factuale/diplomatice intr-un proces ampin fi nediferenfiat 
arhitextual. In plus, putem afirma ca ,, Dependenfa ” de Imperial Otoman nu a constituit un impediment 
pentru scriitorii diplomafi francmasoni romani de a se angaja direct in adaptarea fi adoptarea 
modelului cultural occidental, chiar daca erau confiienji ca se pome fie la acest drum cu un serios 
handicap. 

Cuvinte cheie: promodernism; Renasterea; aclimatizare; handicap; scriitori. 


Complexele modernismului cultural romanesc ( n.n. dar si a postmodemismului) 
rezulta din incercarea de a gandi si de a faptui in prezent dar intr-o aliata cu istoricul. In sensul 
acestui enunt, departe de spatiul nostru cultural - si totusi apropiat lui- Marcel Proust, dar in 
masura egala §i Virginia Woolf, se declamau „absolut modemi" - asociind / alaturand lumea 
(icponala cu cea launtrica (n.n. sub egida „adincurilor obscure ale psihologiei" al integrarii 
noastre intr-o colectivitate) [vz.Florian Bratu, Proust: cunoastere si discurs , 1997]. Potrivit 
celor doi, prin repetipe impresiile nu mai ramin accleasi, caci sub influenta imaginatici apar 
noi cadre vizuale, dar §i noi idei, ce pot fi considerate originale. Este un concept care sta la 
temelia legii imitapei elansate si de psihologul Gabriel Tarde, cel ce aducea ca argument 
fenomenul „contagiunii ideologice" [Maria-Ana Tupan, Modemismul §i 

psihologia,2009:152].Revenind la arieratul nostru cultural, anticipindu-1 parca pe John Barth, 
cel ce vine in sustinerea unui asemenea concept este Eugen Lovinescu. Criticul sustine teoria 
imitatiei, cu argumentul indiscutabil al acelei comparatii care pune fata in fata numarul limitat 
de invenpi dintr-o limba si numarul nelimitat al imitapilor din cadrul aceleasi sistem de scriere 
si pronuntare. Mai mult, in conceptul lovinescian modemismul literaturii noastre consta in 
deschiderea acesteia spre ideologic §i estetica. in acest sens, portivit exegetului modemismul 
literarturii romane trebuie sa se bizuie pe ideea intelectualizarii sale. 

in genere, atat modemismul cat si postmodemismul sunt percepute ca fiind ’’momente- 
indicatori” pentru toate schimbarile, asa cum afirma in romanul Mona Lisa Overdrive , 
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[Gibson, 1988], William Gibson (n.n. un specialist in fictiune speculative), roman in care indica 
rolul schimburilor si a modificarilor irevocabile in reprezentarea lucrurilor si a modurilor 
veritabile. O asemenea ’’iconografie literara a modificari” o intalnim si in cazul Emil Cioran, 
doar cu urmatoarea mentiune, anume ca pentru filosoful roman acest univers este un cadru al 
nelinistii, fata de care Cioran se pozitioneaza cu rezerva, precum Sigmund Freud: "En realite, 
je ne suis pas du tout un homme de science, un observateur, un experimentateur ni un penseur. 
Par temperament, je ne suis rien de mo ins qu'un conquistador - un aventurier ... avec toute la 
curiosite, la temerite et la tenacite caracteristiques de ce genre d’hommes. " [Jacques Van 
Rillaer, Psychologie de la vie quotidienne, 1999]. 

lata ca din perspectiva unei anume dinamici istorice a fenomenului cultural, putem 
constata ca unele perioade cultural - istorice pot fi apreciate/pot fi definite drept „epoci de 
tranzitie”, pe argumentul ca, la un moment dat, fiecare constituie §i o punte de trecere de la un 
proiect cultural la altul. In funcjie de ’’viitura” evenimentelor §i de transformarile suferite la 
nivel macro-social (n.n. pe taram material si/sau spiritual), acestea mai pot fi acceptate ca fund 
„momente de cotitura”, sau -asa cum afirmaTudor Vianu- pot fi rapoarte ca „diferen|ieri de 
valori” [Tudor Vianu, 1943], pe considerentul ca valorile culturale sunt „reductibile, si ca atare 
ele pot genera derivatele unei autonomii de valori”. [Vianu, 1982:170] 

intr-o „replica” la „Parsifal” (n.n. opera lui Nichifor Crainic in trei acte), Tudor Vianu 
refuza incercarea acestuia de reorientare a culturii noastre in jural autohtonismului exclusivist 
precizand ca, „daca dezvoltarea lenta in timp este o lege a victii istorice, contaminarea intre 
cercuri deosebite de cultura este o alta lege. (...). Daca lotusi, printr-o ciudatenie oarecare, 
programul culturalismului etnic ar ajunge sa se impuna de aid inainte, cultura romana ar 
descinde hotarat in subdemnitatea unei provincii” [B.Munteano, Paris, 1938; 180]. 

in lumina fluxului istoric, in care amplasam fenomenul, se poate constata ca 
„difcrcnticrca valorilor” va suprima cu timpul „centrul culturii noastre” deoarece tendinja 
omului de cultura modem (n.n. §i -dupa cum se va putea observa- mai ales a celui postmodern) 
este una care va tinde spre „periferie”, cu intcntia de a ocupa punctul de vedere particular al 
unei singure valori, anume al aceleia pe baza careia el §i-a organizat specialitatea sa. Din aceste 
considerente revazand „mediului axilologic” - in care amplasam fenomenul, vom constata ca, 
in Jarile Romane, aparitia §i afirmarea unui curent umanist de gandire poate fi localizat (n.n. 
cu excepjia unor cazuri sporadice) cu mult mai tarziu decat in Occident; mai exact in secolul 
al XVII-lea, acesta continuand sa se afirme §i in secolul urmator. Ceea ce nu inseamna insa ca, 
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inainte de aceasta data, ar fi vorba despre o situate de izolare culturale fa(a de Occident, sau 
despre o ignorare totala a valorilor umaniste care se afirmasera in Apus.A§a cum o 
demonstreaza si Eugen Lovinescu (vz. „Istoria civilizafici romane modeme” si „ Mu tap a 
valorilor estetice”) sau Lucian Blaga (vz. de la publicistica anilor 1919-1924 la eseurile de 
perspective din: „Fe|ele unui veac” si „Fenomenul originar”) cauza acestei situapi de 
„intarziere culturala” este legate de ritmul de constituire a „statului ca indreptar”, de tarzia 
aparitic a oraselor, a fonnarii unei clase burgheze §i de persistence a unor structuri feudale inca 
putemic-remanente. Dupa cum o alta cauza posibila ar putea-o constitui presiunea unui mediu 
de culture bizantina inradacinat, permisibil imprumuturilor culturale occidentale (in arte, 
literatura, arhitecture, obiceiuri de la curte etc.) atata vreme cat acestea se integrau in tradipc, 
fdre abateri in/pe plan doctrinar. Astfel „epoca Rena§terii” la romani, ca „mediu axiologic”, 
poate fi considerate ca fund una de cotitura, dar in mdsurd egale §i o epocd de tranzitic - de la 
medieval spre modern. Referitor la acest aspect Tudor Vianu preciza ca pentru marea masd a 
populafiei din acele timpuri, inflorirea culturale si artistice, ce a caracterizat in genere 
Rcnastcrca, nu a produs schimberi fundamentale in modul de viafe sau de reprezentare a lumii. 
Este un aspect valabil atat pentru indivizi, cat §i pentru fiecare provincie romaneasce. 
Referindu-ne, insa, la „abateri” de lareguie, la numeral restrans al pcrsonaliteplor din domeniul 
cultural, putem afirma ca „noile orizonturi spirituale” si, mai cu seamd, „liberalizarea moralei” 
au condus §i pe teritoriul romanesc la configurarea profilului de „homo universalis 
renascentista”: un „Excubitor”, un ,,Dcstcptetor al mintilor adonnite”. 

„Omul Rcnastcrii” este, in primul rand, un umanist, evidentiat prin acel fertil spirit de 
tolerance, in contrast cu acesta, nu dispar fanaticii unei singure idei, care vdd in fiecare 
reprezentant al unei pdreri contrare nu un adversar de idei, ci un dusman personal ce trebuie 
anihilat. Apar traseturi distinctive pentru „noua culture”, cum ar fi: descoperirea omului §i a 
universului, criza crcdintci §i a moralei tradifionale, instituirea unei „noi relafii” (economice §i 
culturale) intre boierii de vifd (nobili) si bonjuristi (burghezi) §.a.m.d. Valorile noii culturi se 
recunosc, deopotrive, in mi§carea de restaurare a structurii „sistemului inchis” de valori §i a 
celui „deschis”, dace ne referim la continuturilc care sunt destinate umplerii acestor structuri. 
Accentul nu cade, asadar, pe „reguli” impuse conjunctural, ci pe stabilitatea „cadrului axiologic 
general”, constituit din clase de valori; cu tot efortul de „originalitate”, difcrcnticrc, „apologia 
geniului”, in numele adeverului, al libertetii, al naturii si al sinceritefii, frumosului §i binelui 
etc. 
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in ton cu acest concept despre noua construcpe a unei lumi europene descoperim si 
lumea culturala romaneasca, aflata intr-o cautare permanenta de sincronizare cu lumea culturii 
Occidentale. Rcpncm in acest sens oppunea lui Hasdeu, de introducere in circuitul fenomenului 
cultural a tennenului de „aclimatizare istorica”, prin care se aproximeaza fenomenul de 
adaptare §i mi grade specific transportului cultural prin „difiiziune” si „aculturade”. Pe aceasta 
dirccpc de inaintare, „enciclopedistul” folose§te termenul de „difuziune” atunci cand se refera 
la modificarile pe care le suporta elementul „cultural” in procesul deplasarii sale de la o cultura 
la alta, in vreme ce prin cel de „aculturadc” ne sunt semnalate „modificarile” pe care le sufera 
modelul cultural-gazda ca urmare a contactului sau cu o alta cultura: ’’Niciodata civilisapunea 
nu s-a datorit undeva unei singure nap uni §i nici chiar unei singure ginp, (...) ea a trebuit sa se 
nasca printr-o facere de secoli peste secoli din succesiva frecare a mii de popoare 
[Hasdeu, 1873:20], 

Premodernismul reprezinta „debutul unei rcactii”, con§tientizare a necesitapi de 
schimbare a formelor literare existente si inlocuirealor cu altele noi, „hodieme”, care pretind a 
se situa in avangarda fenomenului de „crcstcrc” a literaturii si a artei. in „Istoria civiliza(ici 
romane modeme”, Eugen Lovinescu, pe urmele sociologului Gabriel Tarde, elaboreaza si 
lanseaza conceptul de „sincronism” prin care va clarifica dinamica specified acestei „reacpi”. 
Se cunoastc faptul ca, in oppunea lui Eugen Lovinescu, epocile nu mai sunt considerate ca 
„momente de sine statatoare”, ci „etape” axate pe imitate, asumare interioara si efort 
integrator. Revazute prin ,,adcrentclc lor cu via(a sociala §i culturala”, aceste etape conduc la o 
perspective dinamica asupra culturii, arta fund vazuta ca o „valoare mobila” determinate de 
„conceptia estetied a momentului, de ideologia literard §i de modurile sensibilitd(ii”. Accepate 
ca „variabile nu numai in spapi mari de timp, ci chiar inlduntrul unei singure generapi literare”, 
acestea conduc la abandonarea optiunii potrivit edreia arta este o „valoare absolute” in 
favoarea/ acceptarea ei ca „expresie a unei sensibilitap mobile”[Lovinescu,1981:9]. Criticul 
literar nu militeaza impotriva cantonarii literaturii naponalc in rada/vecinatatea traditici, ci doar 
constata cd: literatura romand se dezvolta in condipuni nefavorabile; jos, o impunatoare masa 
de ne§tiutori de carte; sus, o patura cu o cultura fara baze etnice, indestulandu-§i nevoile 
artistice din alte literaturi oamenii se inlocuiesc unii pe alpi. Totul merge dupa legea 
progresului; se cuvine insa ca §i progresul sa respecte ceea ce inlocuicstc. Ceea ce reproscazd 
Lovinescu este recursul artificial al partizanilor ideii de ireductibilitate a valorilor la 
imposibilitatea de definiri contextual, criticul pledand cu obstinape impotriva „incremenirii” 
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intr-un asemenea proiect, amendat, mai nou, §i de Gabriel Liiceanu in volumul „Despre limita”[ 
Liiceanu, 1994:284-300]. 

Prin relansarea mizei de revedere in totalitate a fenomenului literar ca platforma a 
sincronismului avem in vedere stabilirea interdependent^ dintre categoriile preocuparilor 
sociale, estetice §i/sau economice din spatiul romanesc, fenomen ce confera un anume stil si 
ritm culturii promoderne. Coeziunea cadrului axiologic general, ca organism coerent, cu o 
traditic bine delimitate §i cu direcpi de inaintare specifice, alaturi de ceea ce line de angrenajul 
clasei de valori „trecute” printr-un „indice de refrac^ie variabil”, readuc in discupc no]iunca de 
„unitate culturala”, diferita structural de uniformitate. O perspective care ne permite sa 
includem textele literare, alaturi de/impreuna cu cele factuale (diplomatice) intr-un proces 
amplu si ncdifcrcntiat arhitextual. in compozipa tiparelor ideale permanente, in care se 
realizeaza actele creatoare, inepuizabile in varietatea lor, fie acestea literare sau nonliterare, 
ceea ce predomina este cultura, asumata ca activitate creatoare de valori §i replica la extinderea 
„naturii salbatice si amcnintatoarc”. Procedeul de interpretare pornestc de la fine tea cugetarii 
si formula retorica, specifice artei diplomatice, in genere, conceptului antropologic al „omului 
clasic” ce traie§te in „indoita con§tiinla”: a dependentei participative §i a individuality sale 
putemice §i mandre. Sunt formule pe care le regasim sudate in aliajele culturale. Este vorba 
despre un model constituit odata cu maturizarea culturala data de „sobrietatea regulilor din 
literatura si fcoala diplomatic^ romana”, de „fastul protocolului si capacitatea de impresionare 
specifice §colii bizantine, pana la eleganta si pragmatismul diplomatici republicilor italiene din 
timpul Rcnastcrii, la care adaugam linuta §colilor franceze, austriece, ruse, care au dominat 
Europa timp de doua secole §i ceva” [Candea & Giurescu,1966 :8]. Sub aceasta „infuzie 
culturala”, a aparut „§coala romaneasca de diplomatic, a carei prima trasatura este cea a 
vechimii” [Candea & Giurescu, 1966]. o „scoala” care i§i manifesto „personalitatea” gratie 
efortului conlucrativ-meritoriual elitelor culturale de la finele secolului al XVIII-lea, resimtit 
in baza teoretica §i politica a luptei pentru realizarea unitatii §i independent nationale. 

Ca atare putem afinna ca diplomatia culturala premodemista germineaza sub condeiul 
boierilor-cronicari, cei care-si transforma letopisetele intr-o „tribuna a dialogului” unde: Nous 
y trouvons une formation classique, parfois tres posse, des esprits, le sens des valeurs de 
l’Antiquite', l’affirmation d’un certain esprit critique et l’elargissement de la curiosite 
intellectuelle, l’idee de l’anoblissement de l’homme par la culture et le sentiment d’une mission 


619 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


du lettre par rapport a son peuple, qui confere un caractere militant a l’humaniste roumain 
[Berza,1985:205-206], 

Din atari scrieri nu lipsesc insa nici atitudinile critice asupra socictapi, rcflccpilc asupra 
omului §i a universului, reaproximarea cadrelor social-politice ori inscrtiilc literare cu 
simboluri §i volute narative in baza carora textele intra intr-un aliaj intertextual, fiind acceptate 
ca mici „oaze educa|ional-culturale”. Cei care scriu in aceasta etapa apeleaza la ideile §i 
argumentele umaniste, preluate din operele scriitorilor antici, bizantini §i/sau renascentifti. 

Un rol cscntial in acest proces de asimilare culturala il au si „copistii” vremii, 
interpolatorii §i, evident, tipografii. Este o etapa in care, sub influenza mediilor culturale 
occidentale si bizantine, atcntia va fi captata de mirajul katharsisului estetic, ceea ce presupune 
ca intr-un atare proces de purificare a spiritului cu ajutorul artei prin participare intensa la 
fenomenul artistic pana si „frumosul natural” va putea reprezenta „marca non-idcntitapi 
lucrurilor sub zodia idcntitapi universale”[Jauss, 1983:59], Intrebandu-se in ce consta, in fond, 
motorul unei asemenea „idcntitap culturale”, Michel Foucault considera ca, dintotdeauna, 
„scrisul nu e numai un mod al descoperirii sau al regasirii de sine, cat §i (mai ales) unul al 
„desprinderii de sine” [Foucault, 1996:11], Tot potrivit lui Michel Foucault, in cazul celor care 
scriu, investigarea si reflectarea spapului social se face cu ajutorul unor coduri culturale, in 
scopul cuceririi si apararii spapului propriu, asumat ca „matrice imagologica” prin care fiecare 
grup social se delineate si autodefine§te. In acest sens, boierii-cronicari romani cauta sa-§i 
aproximeze un atare „spapu scriptorial” recurgand la o serie de coduri estetice, prin care sa-§i 
poata cvidentia sensibilitatea fata de tradipa bizantina si, simultan, sa poata capta interesul, tot 
mai evident, pentru civilizapa din Europa Occidentals. 

Unul din elementele decisive ale „mutapci culturale” din sud-estul Europei, care a 
in(lucntat atat mediul nostru diplomatic cultural cat si literatura naponala, a constat in 
promovarea unei „matrici postbizantine”, proces manifestat diplomatic prin acutizarea unor 
reacpi antiotomane si intensificat geostrategic prin evenimente armate sau pe calea fortcf In 
acest „proces de schimbare” nu trebuie diminuat nici rolul jucat de catre unii dintre domnii 
nostri fanariop. Este meritul lui Nicolae Iorga de a fi fost primul care a subliniat faptul ca, in 
ciuda vasalitapi fa[a de Imperiu, „unii dintre ace§ti domni fanariop au fost oameni de cultura 
si s-au aratat dornici de a introduce reforme in administrapa |arii”. Exemple in acest sens ne 
ofera Grigore II Ghica §i Constantin Mavrocordat, acesta din urma, om de inalta cultura, si de 
netagaduita cinste, s-a preocupat de soarta poporului (...), fiind domnitorul care a suprimat la 
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noi §erbia [Djuvara,2008; 161]. ,,Dependent^” de Imperiul Otoman nu a constituit un 
impediment pentru scriitorii diplomat francmasoni romani de a se angaja direct in adaptarea 
si adoptarea modelului cultural occidental, chiar daca erau consticnti ca se porncstc la acest 
drum cu un serios handicap. Mircea Martin este convins ca aceasta con§tiin|a a handicapului 
cultural, chiar daca nu este direct afisata, ea n-a lipsit, in genere, intclighentici romane§ti. Cu 
toate acestea, la inceputurile literaturii noastre, ea este adusa destul de rar la o expresie directa; 
mai des intalnim descoperirea acelor virtualitap proprii care ne alatura din punct de vedere 
spiritual Occidentului, ne inscriu, cu alte cuvinte, intr-o Europa „luminata”. Sentimentul acestei 
apartcnen(c nu este decat rareori in sop t de vreun complex de inferioritate manifestat ca atare. 
Este aproape ciudat - cel pupn la prima vedere - sa remarcam ca ataxia dintre deschizatorii 
nostri de drum n-au cunoscut melancolia de a veni prea tarziu la o masa cu locurile ocupate §i 
jocurile, asa-zicand, facute. Contactul cu Occidentul este pentru ei stenic, stimulator, nu 
descurajant [Martin, 1969.15]. 

lata o perspective care ne permite sa includem textele literare, impreuna cu cele 
factuale/diplomatice intr-un proces amplu §i ncdifcrentiat arhitextual, intr-un „mediu 
axiologic”, care poate fi considerat ca fiind de cotitura dar si de tranzi[ie culturala de la 
medieval spre modem. Astfel, identificam trasaturi distinctive pentm „noua cultura” cum ar fi: 
descoperirea omului si a universului, criza crcdintci si a moralei tradiponalc, instituirea unei 
„noi rela[ii” (economice si culturale) s.a.m.d. Valorile noii culturi le vom recunoaste in cadrul 
mi§carii de restaurare atat a „sistemului inchis” cat §i a celui „deschis” de valori. 
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Abstract: This paper contains an analysis of the postmodern epic poem, The Levant, by Mircea 
Cartarescu, a complex cultural construct in which we are following, beyond the deconstructive 
processes, the force of creation of a fiction which camouflages features of a Romanticism without 
shores. 

Keywords: postmodernism, deconstruction, parody, pastiche, Balkanism, cultural construct. 


Mai rar intalncsti, in operele scriitorilor postmoderni o atat de energica febra a totalita|ii 
si ambitic a sensurilor ca la Mircea Cartarescu. Doar la romancierul Gheorghe Craciun. Ambii 
sunt creatori care se revendica de la traditia si idealismul marilor spirite romantice pe care le 
tree prin fdtrul unei luciditap postmoderne. In Levantul, pasti§a, parodia, parafraza, 
autorcfcrcntialitatca, devin nu instrumente ale dcconstructici, ci mijloace de revitalizare a unor 
traditii si, mai mult chiar, de redescoperire a sintezei. 

Levantul este o epopee scrisa in continuarea traditici lui Budai-Deleanu, in linia 
parodied a texului ,jucareaua” din figaniada. E o suma halucinanta de stiluri, de pastime 
neverosimil de reunite, pe care scriitorul le exerseaza cu o dexteritate uimitoare, rezultand o 
sinteza a limbajului poetic romanesc de la inceputuri pana la varful sau, constituit din textul 
autorului. Arhaicele parfumuri sau anacronismele sunt cultivate cu o constiinpi a artificiului pe 
care autorul il deconspira de fiecare data in meditapile sale autoreferenliale, intenpa nefiind 
doar parodied, ci si creatoare in cel mai inalt grad, caci rezulta un stil nou, autentic din aceasta 
suma de stiluri amalgamate, intregul poarta insa amprenta stilului cartarescian, cel pe care-1 
slim §i este inconfimdabil. Ceea ce creeaza Cartarescu corespunde mai degraba procedeului 
altoirii. Versatilitatea extraordinara a textului cc-si schimba culoarea si registrul de la un pasaj 
la altul nu exclude autenticitatea, si aici vedem una dintre izbanzile indiscutabile ale Levantului. 
Urmarind mecanismul versificarilor, observam ca, din trunchiul vechiului, desuetului, prezent 
intr-o simpla pastisarc, scriitorul create o tulpina noua ce are deja o viat,a independenta. lata, 
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de pilda, o oda inchinata unei patrii instrainate de ea insasi, sintetizand limbajul poemelor 
patriotice. Lirismul nu mai este aici deloc parodic, nici deconstructiv: 

„0, patrie, stiu ca lumile-s praf 

Ca insu§i cosmosul e pulberea din urma copitelor 

Dar ochii omcnesti te vad frumoasa.(...) 

Crede-mi amorul, dar crede-mi si rusinca. 

Ruinuri, sfaramaturi de zid pline de licheni §i morminte 
E tot ce a ramas din stralucirea ta apusa. 

§i slove de hrisov. 

Azi neamul tau are fruntea adanc plecata 
Si nu de irRclcpciune, nici de batrane^e. 

Azi fericit e cel care nu intelege. 

Mereu intre doua epoci, intre doua imperii 

intre doua stari de spirit s-a aflat neamul meu fericit-nefericit. 

Dar azi el a pierdut totul, caci a pierdut spcranpi...” 1 

Ambipa totalizarii e vizibila insa nu doar la nivelul limbajului, ci §i la nivelul viziunii, 
caci opera nu ramane doar o simpla „jucareaua” ce are ca obiect doar textualizarea §i jocurile 
autorefcrcntialitapi, seducatoare, de altfel, dar insuficiente in sine, ci, dincolo de artificiul unui 
ingenios construct cultural plutitor, are nazuinta de a alcatui §i o ontologie a lumii si de a edifica 
si o mitologie a cxistcntci umane. Gandirea utopica, umanismul, idealismul, metafizicul si 
edificarea sensurilor sunt prezente ca o osatura soli da pe care se ascaza, etajate, celelalte 
dimensiuni ale textului. Credem, de aceea, ca aceste valori solide, de sorginte romantica, alaturi 
de ambipa totalitapi §i a sintezei, fac din Levantul o opera a unui postmodernism matur, cu 
vocapc integratoare, situat deja dincolo de experimente. 

Caci, dincolo de re^eaua impresionanta de rcpde textuale si intertextuale, de aluzii 
culturale supuse ironiei, Cartarescu propune si o adanca mcditapc despre create §i legile 
generale ale cxistcntci pe care cauta a le descifra cu o gravitate prezenta §i in prozele anterioare 
Levantului ( Nostalgia), §i pe care le vom intalni si in Orbitor. Levantul este capodopera de la 
rascruce, in parafraza manolesciana. 


1 Mircea Cartarescu, Levantul , Editura Humanitas, Bucure^ti, 1998, p. 30 
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Ironia §i medita^ia sunt cele doua perspective pe care si le asuma autorul in Levantul, 
atitudini pe care le raporteaza la cele doua spirite tutelare ce domina viziunea in aceasta opera 
hibrida: Eminescu §i Caragiale. Caragialismul este prezent in parodia politicului, in captarea 
parfumurilor balcanice in care opera lui Cartarescu exceleaza, in amarul „traghi-comediei” care 
guvemeaza aceasta lume situata la portilc Orientului, in delirul limbajului care aluneca rapid 
in propria ncgapc sau in negarea sensului. lata, de pilda, mecanismul caragialian surprins in 
discursul inflamat de avant rcvoluponar al Zoei republicana, o parodie a discursului 
rcvoluponar: 

„Da, sa sugrumam odata al tiranilor abuz! 

Da, cu armele in mane, cu furci, coase §i topoare 

Sa ne-alaturam valvorii ce coprinde pre popoare! 

Da! Traiasca libertaua! Viva-n veci egalitaua! 

Jos salvarii! Jos cahveaua! Jos halvaua! narghileaua!” 2 

Eminescu incepe sa domine discursul mai ales in a doua jumatate a epopeii, §i spiritul 
sau este prezent pe mai multe niveluri ale crcatici: atat in viziune, cit §i in atitudine, atat in 
mituri cat §i in mcditapilc ce se deschid spre marile sensuri generale. Peste toate acestea, elogiul 
adus imagina^iei ca singura for^a ce poate recupera Adevarul §i singura forma de acces la 
sensurile lumii, trimite la romantism §i la eminescianism deopotriva. Eminescianismul este 
prezent §i in vizionarismul dominant in spiritul cartarescian, spapilc mitizate ale imaginapei si 
poeziei, aventurile initiaticc ale poetului in Halucinaria, prezente §i in Odin §ipoetul, adancirea 
in sine §i autocunoastcrca ca surse ale viziunii, antitezele repetate intre etem §i efemer in 
mecanismul lumii, mcditapa istorica ce are la baza schimbarea doar a decorurilor, creatorul sau 
poetul in ipostaza romantica de demiurg, fori,a crcatici vazuta ca o inspira|ie divina, 
nepamanteasca. Demiurgul romantic este insa imbracat in hainele unui creator postmodern, 
lucid si idealist deopotriva, con§tient insa la modul nostalgic de valorile eterne la care se 
incapalaneaza sa nu rcnuntc. 

Traditia este, pentru Cartarescu, trunchiul matricial pe care se lucreaza altoiul. Cartea 
nu propune o parodie deconstructiva, ci, prin atitudine, autorul construicstc o parodie pozitiva, 
un elogiu adus tradipiei, singura ce poate vindeca de fapt impasul scriitorului postmodern. Ideea 
este prezenta nu intamplator in motto-ul eminescian, celebrul text in care poetul explica lauda 
adusa inainta§ilor in Epigonii pus in fruntea cartii, referitor la sensul traditici ce trebuie asumata 


2 Ibidem, p. 69 
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pe deplin in momentele de criza a spiritului de catre scriitorii epocilor de scepticism. Re- 
idealizarea discursului creator, suflul vital fara de care nu exista create autentica. Scepticismul 
nu poate fi creator. Este ideea ce se desprinde din intamplarile si mcditapilc din Levantul, a§a 
cum apar acestea §i in comentariul eminescian. 

Levantul are la baza de fapt tocmai aceasta ruptura romantica intre realitatea ideala, de 
tip platonic, invocata chiar in primele canturi, §i realitatea concreta care este o cadere din 
paradisul ideilor. Personajul central al carpi este tocmai de aceea Manoil, un alter-ego al 
autorului, asa cum se va vedea in ultimele canturi, cand cei doi sparg granpclc textuale dintre 
lumi ontologic diferite si merg impreuna sa-§i implineasca destinul textual. Manoil este §i el 
un construct literar: e creat din aluatul personajelor gandirii prezente in operele eminesciene in 
varii forme, dar are ca model §i pe Vlad, despotul luminat din Jiganiada lui Deleanu, cel ce 
vrea sa imprime real i tap i amprenta lumii ideale. 

Insotitorii acestuia se impart §i ei in doua categorii ce respecta acest clivaj: cauzasii 
autentici, cei care cred in adevarul Ideii si sunt purtatorii virusului Utopiei, si personajele 
prozaice, apartinand realitapi, care vor deveni oportuni§tii rcvolupci gandite de ideali^ti. Ei 
sunt cei ce vor parazita rcvolupa §i singurii ce vor trage foloase din energia ei, idolatrizand 
zeitatea acestei lumi, Puterea. Zeitatea lumii idealului este Hyacint, divinitatea imaginapci 
creatoare de lumi. Sunt de fapt doua lumi paralele ce merg impreuna pana la un punct, desi 
scopurile sunt diferite. Tocmai de aceea, drumul parcurs pentru implinirea rcvolupci, de§i 
geografic vorbind este acclasi pentru top, in cazul lui Manoil va fi diferit de al cclorlalp caci, 
de§i pomit la inceput ca personaj bicefal, poet §i rcvoluponar, Manoil va alege la sfarsit doar 
Poezia. Drumul cclorlalp a fost un drum catre o tinta concreta, pentru el a fost un drum inpaitic 
al carui moment central este calatoria in Halucinaria unde patrunde doar el in miezul lumilor 
create. Epopeea creeaza, asadar, doua lumi paralele ce nu au in comun decat aparcrpelc, csent.a 
lor fiind diferita, §i zcitaple ce le domina sunt si ele diferite. De aici si ruptura, tot de sorginte 
romantica, intre etern §i efemer: daca lumea guvernata de instincte §i Putere este o lume a 
aburului, vedem asta in ultima stapc a calatoriei, cand rcvoluponarii patrund in centrul puterii 
populat de holograme, lumea ideala, a Poeziei, este guvernata de legile eternului printr-o alta 
putere, cea a Creapci. Din acest rnotiv, Manoil, eroul gandirii, cel care a dat fort a miscarii 
revoluponare, va alege valoarea eterna, puterea imaginapci iar nu Puterea lumii. lata ce-i spune 
zeifa Hyacint lui Manoil: 

„ Sufera pamantul, apa §i vazduhul, sufer focul, 
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Cocarjat in sufcrinta tot ce pare ca esista, 

Dar in centru e lumina, de§i carnea este trista, 

Cum din chinul scoicei nastc perla, bucurie pura. 

Globul de cristal e singur care nu §tie tortura. 

Libertatea n-afli-n lume, unde totu-i prins in mreaja. 

Manoile, de vrei lumii sa ii fii calita streaja 

Libereaza-te pre tine mai intai, §i-apoi pre cei 

Ce sa-ndoaie subt calcaiul de nebuni §i de mi§ei .” 3 

Aventura aceasta bifurcata a personajelor in drumul lor spre implinirea rcvolupci 
proiectate impotriva tiranului instalat la putere e acompaniata de aventura auctoriala 
omniprezenta in text sub forma rcflccpilor permanente despre propria crcapc. Autorul 
marturiscstc ca a scris-o intr-un moment de impas si scepticism cand i-a slabit increderea in 
fori,a poeziei. Solu^ia este, asa cum am vazut mai sus, intr-o pozitiva revitalizare gasita doar in 
pulsul tradifiei: 

„Eu, Mircea Cartarescu, am scris Levantul intr-un moment greu al victii mele, la varsta 
de treizeci §i unu de ani, cand nemaicrezand in poezie (toata via^a mea de pana atunci) si in 
realitatea lumii §i in destinul meu in aceasta lume, m-am hotarat sa imi ocup timpul clocind o 
iluzie .” 4 

Mitul auctorialitapi apare in operele postmodemismului proportional cu accentuarea 
unei crize a crcatici. Autorul postmodern creeaza un cult al autorului demiurgic devenit 
personaj al propriei fic|iuni intr-un moment in care literatura se afla in impas si trebuie 
revitalizata. De aceea, acest antropocentrism auctorial se exprima la mai multi autori, §i nu doar 
optzeci§ti (Gheorghe Craciun), ci §i la predecesorii lor (Jepeneag, de pilda). Mecanismul de 
create al lui Craciun, bazat pe parafraza, este tot o forma de dialog cu traditia literara. Autorul 
postmodern de tip demiurgic care se transforma in personaj al propriei fictiuni este rezultatul 
slabirii credintei in idealurile literaturii si o incercare artificiala, me§te§ugita, de a-i reda 
demnitatea. 

Epopeea in sine fabrica o lume pitoresca, picaresca, viu colorata, compusa §i inaltata 
din enumerari bogate prezente in toata opera scriitorului in care, in ciuda hiperrealismului, 
autorul atrage atentia mereu asupra me^tcsugului si artillciului. 


3 Ibidem, p. 99 

4 Ibidem, p. 146 
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Descrierea chefului haiducesc al piratilor de la inceput cu defilarea enumerativa a 
deliciilor culinare condimentate de un pitoresc balcanic ne aminte§te de Jiganiada in care 
domina foamea si instinctele primare. La ceata piratilor se va adauga §i cea a pganilor mai la 
sfarsit, simboluri ale unei urn an i tap amorfe, nedefinite §i ne-individualizate care au nevoie de 
o putere patriarhala, pastorala. Nu intamplator, prima ceata e condusa de Iaurta, piratul-patriarh 
care controleaza turma §i a doua ceata, a pganilor, e condusa de Zotalis, fiul Iaurtei, instalat 
prin viclesug in fruntea cetei. 

Aceasta lume profana, dominata de un primitivism deocamdata ingenuu, aflata la limita 
intre grotesc si poetic, nu este lipsita de o anume poezie si pitorescul ei este redat cu mijloacele 
caragialismului, in timp ce lumea cealalta, a idealismului utopic e tratata in registru eminescian. 
Inclusiv in conjugarea celor doua perspective diferite se simte nazuin^a de a crea o perspective 
totala. 

Dincolo de freamatul covarsitor si magnetic al lumii fenomenale, regasibil in forfota 
urbana balcanica, populate convulsiv de mi scare §i detalii, de coloritul fastuos al dcscrippilor 
se afie mereu con§tiin|a artificiului §i semnele regiei unor decoruri. Ca §i acestea, la fel §i 
aventura epica plina de rasturnari de situapi, demascdri, conspirapi, rezolvdri fanteziste de 
conflicte, melodrame §i elemente picaresti, insd totul devine doar oasturd a meditapei §i pretext 
pentru deschiderea cdtre simbol §i general. Cele doud devin insa incompatibile in preajma 
puterii, din sfera careia marii idealisti utopici se retrag, caci lumea reala respinge visatorii, in 
timp ce ace§tia din urma se retrag si ei in fa|a fortclor ei salbatice §i obscure. Este §i oppunc 
libera, ne-dramatizata deloc de cdtre scriitor, dar §i incompatibilitate ontologica. Spre deosebire 
de romantici, Cartarescu nu trateaza problema in termeni dramatici, ci o integreaza cu un firesc 
nu lipsit de triste|e, in legile generale ale firii §i cxistcntci istorice umane, intr-o adevarata 
„panorama a de§ertaciunilor.” 

in jurul lui Manoil se strang atitudini diferite. Unele converg cu gandirea lui, celelalte 
merg in paralel: Leonidas Ampotrofagul este un umanist care crede in valorile iluministe ale 
cunoa§terii §i stiirpci, cu credin^a ca omul este in primul rand spirit insetat de adevar, iar nu 
fiara dominata de instincte, Zoe, sopa lui, este o republicana caragialiana convinsa de 
adevarurile democratice, dar lucida si realista in acela§i timp, Zenaida este sora lui Manoil §i 
este §i ea increzatoare in rcvolupc, Languedoc e un campion al spionajului mereu informat 
asupra miscdrilor inamice §i „amoriul” pe care il simte pentru Zenaida ii ofera motivapa de a 
se alatura rcvoluponarilor, li se alatura mai tarziu si irpclcptul Nastratin fara de care n-ar putea 
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razbi cand se afla aproape de palatul puterii. Din aceasta tabara se va desprinde insa Iancu 
Aricescu, aflat in inchisoare la inceput ca deb nut politic §i va deveni tradator dupa ce se alatura 
puterii ce i-a cenzurat opurile, devenind un semnatar entuziast al pactului cu diavolul. 
Adcvaratii bencliciari ai rcvolupci vor li oportuni§tii §i impostorii Iaurta piratul §i liul sau 
Zotalis, amandoi a flap in fruntea unei mase informe de manevra. 

Sa observam ca motorul de energie al rcvolupci il constituie forte precum gandirea, 
iubirea, loialitatea, crcdinta, intclepciunca, in timp ce beneficiarii §i fori,a activa o reprezinta 
instinctul dominator al puterii §i lacomia sau foamea. 

Calatoria lui Manoil in Halucinaria este punctul culminant care decide destinul 
personajului, asemanator calatoriei lui Hyperion la Demiurgul sau. Acum el va intclcge sensul 
lumilor si va cunoa§te adevarurile universale, harta lumii eterne si fori,a creajiei. Poezia se 
dcfincstc aici ca o forma de situare in lume si ca forma de cunoa§tere a ei. Adancirea in propriul 
miez al fiinjei este, totodata §i o adancire in cunoa§terea legilor generale ale cxistcntci. Aici 
apar parafrazele si pastisclc tuturor marilor mcclitapi emineciene, regandite in galeria marilor 
pocfi ai literaturii romane: Arghezi, Blaga, Barbu, Nichita Stanescu, din care se desprinde §i 
autorul. Aici are loc moartea §i rcnasterca simbolica a lui Manoil, dupa coborarea in infem sau 
mai degraba in inima lumilor suprapuse, al caror model ontologic este prezent in toata opera 
cartaresciana. Conform acestei viziuni, deasupra lumii personajelor se deschide ochiul 
auotrului-demiurg, deasupra autorului se deschide ochiul divinitapi care 1-a creat. Acest model 
se suprapune peste unul textual, si anume ca traim intr-o lume-text in care suntem scrisi de 
catre Cineva: „ Poate ca la randu-mi scris sunt, cu via|a-mi, cu haloul 
Ce in juru-mi este Lumea, de alt ins ce cata oul 
§i sa-1 afle nu putut-a intr-o lume de giganti.” 5 

O alta petrecere, unde se reunesc cele doua cete, cea a piratilor si cea a tiganilor, are loc 
dupa aceasta calatorie inipatica a lui Manoil. In toiul petrecerii, Manoil este deja insingurat, se 
poate observa mi sc area de retragere hiperionica a acestuia §i dctasarea de manifestarile vitaliste 
ale gloatei, de fojgaiala ei grotesca. In acest moment, la modul semnificativ, el parase§te lumea 
personajelor §i poate intra in cea a autorului sau, a divinitapi care il creeaza. Iese din text §i-l 
trage pe autor in lumea lui, il apuca de mana nerespectand convcnpa. Episodul este si comic, 
mai apoi grav, in momentul in care autorul se identified si el cu personajul sau: „suflete ce mi 
te-asameni”. Cugetarile autorului pasind alaturi de personajul sau preferat ating tonul elegiei: 


5 Ibidem, p. 98 
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„ Doamne, da-mi atat: tarie, sa indur pana la urma 

Farmecul si chinul victii §i sa nu dau inapoi. 

Fa sa imi aduc la buze Iran da li rul de noroi 

§i in clipa cea din urma 

Sa-fi dau cupa ce mi-ai dat-o, Disperarea fara capat, ncstirbita, inapoi.” 6 

Dionis, Hyperion, Toma Nour, cezarul cugetator, top sunt prczcnp in profdul acestui 
personaj devenit simbolic, pentru ca ganditorul, contemplativul §i creatorul nu pot trai in lumea 
concretului si imediatului, lumea „hada” si mocirloasa. Cunoastcrea marilor sensuri ale Crcapci 
si ale imaginapei duce insa §i la cunaostcrea legilor lumii comune, a imediatului. Cele doua 
cunoa§teri evolueaza amalgamat, merg impreuna. Intrarea in Giurgiu, dupa icsirea din palatul 
Hyacintei, este intrarea in labirintul de putregai al lumii cu miros de gloata asudata. Descriptiilc 
reveleaza la modul hiperrealist poezia argheziana a lumii florilor de mucigai. imbracat de catre 
Manoil, aler-egoul sau, cu haine de epoca, autorul, de§i §tie ca este o lume de grad secund, 
creata, fara consistent, ii simte realitatea, se afunda in materia ei bogata §i in detaliile ei 
microscopice. 

O baba ii conduce intr-o biserica intoarsa pe dos, la stapana ei, Hermina, transformata 
sub ochii lor in marele andorgin, simbol al totalitapi §i sinteza dualitaplor cscnpalc. Hermina 
e reprezentata ca un barbat ce fine in brafc o fetifa, imagine rasturnata a Fecioarei cu pruncul, 
ambele simboluri ale dualitat,ii cscnpalc: masculin-feminin ce stau la obarsia generarii lumii. 
Dar sa nu uitam, ele reprezinta §i dualitatea uman-divin care sunt arhetipuri fundamentale. 
Barbatul ce pne in bratc fetifa se transforma intr-un simbol al textuarii, caci autorul se adreseaza 
rnuzei feminine ce reprezinta divinul. Prin crcatic, creatorul imbarfiscaza divinul §i creeaza 
lumile de hartie: „totul este manuscris, totul este scriitura”. Androginia crcatici. Din trupul 
zeitafii feminine explodeaza lumea si se creeaza un microunivers de forme. Muzica sferelor 
apare sub forma poemului: „Lumi create, lumi creeaza”. 

Mesajul Herminei este cel al neintinarii, un avertisment in fafa tentafiei puterii: „Luafi 
aminte, voi, ce Urea va-ndeamna la pacat: 

Sori, luceferi, aurore, universul e curat .” 7 


6 Ibidem, p. 153 

7 Ibidem, p. 167 
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Simbolul animalului frumos care este hermina se leaga de mitul puritapi. Singurul mod 
de a fi vanata e de a o goni spre o mocirla in fa|a careia se oprcstc preferand sa moara decat sa- 
si murdareasca blana. 

Satira ce urmeaza are §i ea suflul marilor satire eminesciene. Ea are in vedere demonul 
puterii, zeitatea lumii care este o „mocirla versatila”: 

„ Cald le e in asta lume la ingai, la farisei 
§i la curve. Cata ura, cata lupta s-umpli mapil, 

Ce sudori intre cearceafuri rancede cand joci strapapd (...) 

Oameni sunt? A§a mancare de rahat, atata vorba 
Pentru o dregatorie, pentr-o lingura de ciorba, 

Pentru-a pune pa o iuda da muiere blani si scule, 

Arhitect al victci tale da puroaie §i fistule... 

N-are muma, n-are tata cel ce nazuie putere (...) 

Cine-apuca este mare, cine-nsfaca stapane§te...” 8 

Palatul puterii din Cantul unsprezece este relevanta pentru momentul istoric in care 
aceasta epopee subversive a fost scrisa: anul de grape 1988, in care puterea opresiva a regimului 
comunist ajunsese la apogeu. Dincolo de fastul din interior, o intreaga rc(ca de microfoane 
impanze§te saloanele. Aici se vadcstc si rolul pe care-1 are autorul in implinirea rcvolupci. 
Zepelinul nu mai este eficient datorita tradarii cauzei de catre Iancu Aricescu, §i calea de a intra 
este gasita de autor, singurul ce cunoa§te labirinturile de canale aflate in subterana 
Bucure§tiului. Doar cel care a creat harta si realitatea acestei lumi poate sa le arate drumul. 
Miscarca insasi in spapu devine semnificativa in acest moment: din aer, din spapul curat al 
libcrtap de gandire, din inaltimca idealurilor, mersul rcvoluponarilor se muta aici in 
subsolurile, subteranele murdare ale realitapi. Este intrarea in infernul dintotdeauna al istoriei, 
imaginat de autor a fi interiorul corpului unui gigant. 

Intrap in sala unde se afla personajele puterii, in central labirintului intunecat ea 
stomacul unei Hare, constata uimip ea acestea sunt ea ni§te aburi, inconsistenp ea ceapi. 
Dcscrtaciunca puterii e cuprinsa intr-o ampla meditatic in registra eminescian. 

Ultimul cant, al doisprezecelea in mod semnificativ, reprezinta simbolic sfarsitul unui 
ciclu complet, fiind un simbol al totalitapi §i al ciclicitapi. Istorice §i temporale. Lumea si 


8 Ibidem, p. 168 
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istoria o iau, asaclar, de la capat. Un capat ce nu semnifica cvolupc, ci stare pe loc, rcpctipc. 
Destinul etem al omului aflat sub vraja unei istorii care se repeta. 

Mitul autorului este reluat, acesta cxprimandu-si epuizarea de la sfar§itul crcapei in 
calitate deja nu de personaj al propriei opere, ci ca personaj al propriei victi, cu identitate civila. 
in bucatarie, in fa|a masinii de scris, este surprins de personajele sale care suna la us a si-1 
viziteaza. Adevarata libertate nu o da istoria, ci crcapa. Ea se afla cu adevarat in interiorul 
creatorului, este patria lui. De remarcat ca vin aici la intalnirea cu autorul doar personajele care 
au ramas nepatate, dupa sfatul Herminei, zeitatea adevaratei libcrtap. in faja unui vin de Jidvei, 
pe ace§tia, alaturi de autor ii napade§te „nostalghia”, sentiment §i stare de spirit tipic 
cartaresciana, devenita mecanism de crcatie in toata opera. 

Deslusind sensurile aventurii lor textuale, autorul le reaminte§te ca cea mai curata 
putere a omului este crcapa. Lumea reala i§i tradeaza, de-a lungul istoriei la nesfar§it 
Mantuitorul §i-l elibereaza mereu pe Talhar, pe Baraba. Tot asa, si autorul marturise§te ca este 
las pentru ca prefera sa fie evanghelistul ce scrie iar nu cel ce se jertfe§te pe cruce: 

„ La§ §i verme-mi spun adesea, e amar paharul nost' 

Asta-i viaja: Cel ce-n templu el a rasturnat taraba 

Rastignit e, iar in locu-i se da drumul lui Baraba.” 9 

in final apare din nou bila magica de cristal a Hyiacintei care plesne§te ca un ou 
(imaginajia) din care iese mafina de scris (textul) §i-i incorporeaza pe top in lumea licpunii. 
Abia acum autorul poate primi si vizita ultimului oaspete, cititorul, caruia autorul ii intinde un 
pahar de Jidvei. 

Micul §i marele, particularul §i generalul, microcosmosul §i macrocosmosul, detaliul si 
harta, visul §i concretul tangibil, astralul si terestrul, vechiul §i noul, toate sunt inghititc in opera 
pentru atingerea totalitajii §i sintezei. Ambipa androginiei, realizata de un scriitor care a 
asimilat traditia intregii literaturi romane pana la ultima firimitura. Si, credem, o carte profetica, 
gandindu-ne c-a fost scrisa cu pupn timp inainte de fatidicul an 1989... 
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GIOVENALE VEGEZZIRUSCALLA AND THE FIRST ROMANIAN 
LITERATURE COURSES IN ITALY 


Luiza Marinescu 

Assoc. Prof., PhD, ’’Spiru Haret” University of Bucharest 


Abstract: In the years following the revolutionary year 1848 it was observed a Romanian —Italian 
cooperation. The circumstances were similar because both people were involved in a similar struggle 
for the national unity. The reciprocal sympathy and sustainment was the base of the literary and 
political romanticism and in this context was developed the idea of similar origins and that of Latin 
solidarity. A part of Romanian intellectuality was nourishing a real and special cult for Italy, seen as a 
terra sacra of Roman ancestors, from where the legions and the colonists of Trajan came. From the 
other part, Italians discovered con satisfaction this unbelievable sentimental attachment, at the Low 
Danube territories, which were sustaining the Italian movement for unity. 

Piedmonts and Cavour were sustaining the desire of unity of the Romanian Principalities of Moldavia 
and Walachia in 1859, under the name of Romania. Vasile Alecsandri, the great poet of Romanians 
was in April and June 1859 in mission in the general quartier French-piedmonts and was writing the 
poems: Palestro, Magenta, Solferino, II bersagliere morendo and so on. 

After 1861, the united Italy tried several times to attract Romania in a common action against Austria. 
The bilateral relations were diversified and in 1877 Romania became independent. For business 
reasons and for different other reasons, a number of Italians were coming to visit Romania. Some of 
them decided to live here, in the port cities along the Danube and Black Sea shore. Among these trustful 
friends, a name was imposing itself in the Romanian culture and journalism: Giovenale Vegezzi 
Ruscalla, probable one of the most pro Romanian Italians of the XIX-' h cen tury. Born in 1798 and dead 
in 1885, he was, as he defined himself in a journal “the Dean of Italians pro Romanians. ’’ This study 
has the following contents: 

1. The personality and biography of Giovenale Vegezzi Ruscalla 

2. Preparing the first course about Romanian literature in Italy: the friendship with 


George Barf 

3. The steps for financing the course of Romanian language and literature in Turin 

4. The Italian lector of Romanian language and literature, the general consul of the 
Romanian Principalities in Turin, Italy 

5. The Romanian Library in Turin 
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6. The Romanian literature, language and history course with effects and consequences 
in European balance. 


Keywords: Giovenale Vegezzi Ruscalla, Romanian language, Romanian literature, Vasile Alecsandri, 
first Romanian Literature and language Courses in Turin. 


1. Personalitatea lui Giovenale Vegezzi Ruscalla: date biografice 

Nascut la Torino la 3/ 24 decembrie 1799, ca flu al lui Pietro Vegezzi, intendent al 
tezaurului imperial in timpul ocupatiei franceze, in familia unui bonapartist cazut in dizgratie 
dupa infrangerea lui Napoleon. Muncind cu tenacitate inca din adolescenta, invatand limbile 
principale ale Europei, Giovenale Vegezzi Ruscalla a devenit din 1821 functionar diplomatic 
si a facut lungi calatorii, cunoscand si Tarile Romane. inca din vremea Eteriei, a luat apararea 
romanilor in fata Europei, creand un precedent pe care-1 vor urma apoi A. Ubicini, Edgar 
Quinet, Jules Michelet, Canini sau Angelo de Gubernatis. Giovenale Vegezzi Ruscalla si-a 
adaugat numelui sau pe cel de Ruscalla din motive de ereditate, luand in casatorie pe Felicita 
d’Alessandri din Monferrat. 

Prietenia dintre Giovenale Vegezzi Ruscalla §i Vasile Alecsandri a inceput in momentul 
in care, Vasile Alecsandri s-a aflat in misiune diplomatics la Torino (1858-1961) §i i-a trimis 
de la Paris volumul de Poezii populare (balade, cantice bdtrdneyti) adunate yi intreptate de 
Vasile Alecsandri. Pentru ca ll prc(uia pentru preocuparile sale poetice pe Alecsandri, 
Giovenale Vegezzi Ruscalla ii va dedica doua articole in revista Spettatore di Firenze , 30 
Septemvrie 1855: Despre Doine si in revista Mondo leterario din Torino, 16 Ianuarie 1858. in 
1858 Giovenale Vegezzi Ruscalla ii dedica ginerelui sau, Costantino Nigro (eminent filolog si 
folclorist, care culesese intocmai ca Vasile Alecsandri si tradusese in franceza cantece populare 
piemonteze pentru a le face cunoscute lumii cultivate europene) brosura Italia e Romania- 
Canzone popolare romena inedita (Rivista Conternporanea, Torino, Tip. Derossi, 1858. 
(Marcu, 1927: 319-479) 

intr-o scrisoare din 1858, Giovenale Vegezzi Ruscalla ii marturisea lui Vasile 
Alecsandri important sufleteasca pe care rczonanta numelui sau de familie o avea pentru 
destinul sau, caci in urma cu 14 ani o pierduse pe iubita sa sotic, Felicita d’ Alessandri : 
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_ P. S. Ma pauvre epouse que j'ai perdu il y a 14 ans etait d’une famille Alessandri, du 
Monferrat. Nous avons done un lien de plus. Vous ne savez combien votre nom me rappelle 
des doux souvenirs et de regrets. Turin, le 6 janvier 1858.” 

Giovenale Vegezzi Ruscalla a fost cel dintai secretar al Asociapci Agrare Subalpine 
(Associazione Agraria Subalpina), care fusese fondata la 31 mai 1842 de catre un grup de 36 
de intelectuali italieni, latifundiari si politicieni apartinand nobilimii §i burgheziei piemonteze, 
asociapc sponsorizata de catre Carlo Alberto, regele Piemontului si al Sardiniei. Printre 
fondatori se numara Camillo Benso di Cavour, Carlo Ilarione Petitti di Roreto si Cesare Allicri 
di Sostegno (primul pre§edinte). Tclul primordial al acestei asociapi era promovarea unor 
practici agricole eficiente in absenpr unei organizari politice a regatului, in care nu exista 
parlament, nu existau partide politice §i nici alegeri. 

in 1878 Vasile Alecsandri i§i amintea evocand 
imprejurarile in care a fost desemnat sa apere 
interesele unionistilor romani: „Aveam mult 

serioasa si malt delicata insarcinare de a apara pe 
langa cabinetele Frantiei, Engliterii si a Sardiniei 
actele savarsite in Moldova si Valachia la inceputul 
anului 1859, precum alegerea de Domn a colonelului 
Alecsandru Cuza, in aceste doua 



provincii etc., acte care erau sa fie 
discutate in viitoarele conferinte din 
Paris. Misie importanta! 
Raspundere mare si spaimantatoare 


Marchizul Giovenole Vegezzi Ruscalla 
fmpreuna cu fiica sa, Ida si ginerele sau, 
Costantino Nigra, cu sotia acestuia, Emma 
sifiul lor, Lionello in 1857 (de la stanga la 
dreapta) 


Ea un biet taran de la 

Dunarea, aveam a ma gasi in contact cu capacitatile cele mai recunoscute din Europa! cu 
oamenii cei mai insemnati!... Na dar, fara grija ma intrebam de voi pute sa ma ridic si sa ma 
sustin la inaltimea misiei mele ? . . insa gaseam o imbarbatare in tainica si deplina convingere 
ce aveam de mult ca Dumnezeu tine cu Romanii. Si in adevar, reusind atat in Londra cat si in 
Paris mai pre sus de toate sperarile mele, gratie bunitatii si marinimiei imperatului Napoleon, 
veni randul sa-mi cere norocul si la Turin. Am plecat deci din Paris cu drumul de fer a Lionulni 
si multumita ordinelor marchizului de Vilamarina, ministrul plenipotentiar al Sardiniei pe langa 
curtea Frantiei, am gasit toate inlesnirile in calatoria mea pana la Turin. Vamesii din Savoia 
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m’au lasat sa tree la frontiera fara a cerceta bagajul meu, si la St. Jean de Norienne, am gasit o 
caleasca de curier ce ma astepta ca sa ma duca peste muntele Cenis pana la Suza. Afara de 
aceste atentii delicate ale guvemului Piemontez, am fost intimpinat la Chambery de un 
magistrat care primise ordin sa ma intovaraseasca de-a lungul Savoiei. Am Sosit la Turin in 
faptul zilei si am tras la otelul Trompeta unde mi se pregatise un frumos apartament, si am fost 
acolo intampinat de cavalerul Vegezzi Ruscalla ce avuse bunatate sa vie inaintea mea la acea 
oara matinala. D. Ruscalla este unul din acei oameni privilegiati a caror tinerete sufleteasca se 
conserva pana la cele mai adanci batranete. Dcsi parul sau carunt, figura sa e vie, inteligenta, 
miscatoare ca o figura de june conspirator italian, caci ea exprima pomirile entusiaste ale iubirii 
de patrie. Filolog erudit, el cunoaste mai multe limbi si literatura lor. Patriot ardent, viseaza 
neincetat la unirea si neatarnarea Italiei, si visurile sale se inalta pana la culmea ideii de 
reinviere a intregei familii latine. 

Aceste tendinte de panlatinism l’au indemnat a studia dialectele tuturor popoarelor ce 
se rudesc cu neamul Italian, incat astazi el e singurul literator din Italia care sa cunoasca limba, 
literatura si aspirarile Romanilor, el, prin urmare, au si intreprins nobila misie de a le face 
cunoscute compatriotilor sai. Cerceteaza toate gazetele, toate publicatiile modeme din Italia si 
or in care vei gasi un articol politic sau filologic asupra Principatelor noastre, fii incredintat ca 
e scris de Ruscalla. Noi Romanii, ii suntem mult datori, i s'ar cuveni sa-1 recunoastem de 
cetatean roman, fund el nu numai unul din cei mai ferbinp patriop ai Italiei, dar si unul din cei 
mai devotati patriop ai Romaniei. Dupa o lunga si interesanta conversatie asupra intamplarilor 
din Principate si din Piemont, amicul meu d. Ruscalla, ma lasa sa ma odihnesc, fagaduindu-mi 
ca va instiinta pe contele Cavur de sosirea mea si ca va veni mai tarziu sa-mi anunte oara 
audientei ce mi se va acorda. Pe la ameazi d. Vegezzi ma instiinta ca voiu fi primit chiar in 
aceea zi de d. ministru al afacerilor straine, si dar ma indreptai spre aripa Palatului regal in care 
se afla toate ministeriele. (Alecsandri, 1878: 429, 430) 

in calitate de funeponar diplomatic, cavalerul Giovenale Vegezzi Ruscalla, „secretar 
scf de sccpc la Ministerul Razboiului §i Marinei, in Torino” a cautat sa isi ramifice legaturile 
cu personality ale spapului cultural romanesc, pentru a aprofunda cunoa§terea limbii §i culturii 
poporului roman §i pentru a intclege realitaplc romane§ti ale veacului al XlX-lea. in schimb, 
el se dorea a fi unul dintre initiatorii cultivarii dragostei fa|a de „limba si literatura italiana” la 
„tinerii din Jara Romaneasca”. Membru al mai multor academii din Franca, Portugalia fi Italia, 
Giovenale Vegezzi Ruscalla fi-a cultivat legaturile epistolare cu oameni de cultura romani din 
„avanposturile Europei latine”, pe care i-a cunoscut mai intai prin intennediul lecturii. 


636 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


2. Infiinfarea primelor cursuri de literature romana in Italia §i prietenia cu George 

Barit 

Din corespondenta lui Giovenale Vegezzi Ruscalla cu George Barit, dintr-o scrisoare 
trimisa de acesta de la Torino la 24 noiembrie 1845, scrisoare pastrata la Biblioteca Academiei 
Romane din Bucuresti, ms. rom. 1004, f. 95 r 96 r. (Chindri§, 1978:168-175) rezulta ca 
invatatul piemontez se ocupa si de studiile de limba romana de mai multi ani si ca era la curent 
cu bibliografia pe probleme de lingvistica §i istorie. El i se adreseaza redactorului Gazetei de 
Transilvania intr-un mod familiar in limba franceza explicandu-i in ce mod a ajuns sa cunoasca 
in livresc cultura romaneasca si in ce mod ar dori sa faca cunoscuta in Italia limba romana. 
Dragostea pentru limba si literatura italiana a inceput sa se trezeasca intr-adevar, §i in Tarilc 
Romane, in 1848 cand la Tipografia Colegiului National din Bucuresti avea sa fie publicata cu 
litere chirilice §i latine Gramatica italiano-romano intitulata Instructorul italian de G. 
Abbeatici, lucrare dedicata marelui clucer §i cavaler Petru Poenaru (1799-1875), directorul 
§coalelor Nationale din Principatul Romania. Lucrarea poate fi considerate cea dintai dintre 
gramaticile limbii italiene in limba romana, tiparita cu alfabet chirilic. Profesorul Gerolamo 
Abbeatici a predat limba italiana la Galati si la Bucuresti, la Hanul lui Manuc duminica de la 
orele 10 la ora 14 §i la Colegiul National. 

Numeroase studii care semnaleaza diverse scrieri ale italienilor in Tarilc Romane 
amintesc §i despre Orazio Spinazzolla care, (Marcu, 1924; Marcu, 1925; Marcu, 1926; Marcu 
1927 a,b,c ) a pomit „de la Napoli, a trecut prin Grecia §i a devenit profesor la Bucuresti”, fund 
revolutionar pasoptist, care a trait in exil in Principatele Danubiene. El a creat prima conexiune 
intre departamentul universitar de la Catedra de Italiana din Bucuresti cu departamentul de 
Romana de la Torino. Napolitanul Orazio Spinazzolla, autorul imnului dedicat principelui 
Alexandru loan Cuza la 30 august 1865 s-a transferat de la catedra de italiana a §colii de la 
Sfantul Sava (1850-1870) la catedra de limba si literatura italiana de la Universitatea de 
Bucuresti. Un raport al consulului general sard din Principate, Annibale Strambio catre 
Giuseppe Dabormida, ministrul afacerilor exteme al administraliei din La Marmora fumizeaza 
un alt element al biografiei pedagogului: tot conceputa de Spinazzolla este §i ideea de a fonda 
prin analogic o catedra de limba si literatura romana in Italia. Acest lucru fusese cerut si de 
Strambio lui Dabormida pentru a interveni in favoarea lui Spinazzolla, ca sa obUna aceasta 
catedra. Proiectul a devenit realitate in 1863 la Universitatea din Torino (Universita di Torino), 
grade lui Giovenale Vegezzi Ruscalla. 

3. Pa§ii pentru infiintarea catedrei de limba §i literatura romana de la Torino 
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Pentru a in(elege care au fost pasii infiintarii primei catedre de limba §i literatura 
romana de la Torino, corespondent lui Giovenale Vegezzi Ruscalla pastrata in Biblioteca 
Academiei Romane legaturile consistente §i eficiente pe care acesta le-a stabilit cu intelectualii 
romani este cdiflcatoarc. De la „Turin”, la „29 septembrie 1854” ii scria in limba germana lui 
loan Maiorescu o scrisoare pastrata la B.A.R., ms. rom. 1005, f. 3 lr + v. Scrisoarea aceasta 
face parte dintr-un §ir de corespondent anterioare, caci loan Maiorescu ii scrisese inva|atului 
italian la 22 iunie 1854, dar raspunsul lui Ruscalla intarziase din cauza „izbucnirii holerei la 
Turin”. 

4. Biblioteca romaneasca din Torino 

Preocupat de intocmirea unei biblioteci documentare romancsti la Universitatea din 
Torino, Giovenale Vegezzi Ruscalla ii scria lui loan Maiorescu despre procurarea unor lucrari 
necesare intocmirii unei istorii a romanilor indemnandu-1 sa trimita „imediat aceste lucrari 
domnului librar Laechner, bibliotecarul Universitatii din Viena”, care era instruit sa le si 
plateasca de indata ce avea sa le primeasca si sa i le trimita inva(atului piemontez: „Lucrarile 
gennane si latine care se refera la Transilvania si Moldo-Valahia, §i despre care onorabilul 
domn Bari( vorbe§te in scrisoarea sa, exista in biblioteca Universitatii noastre. Cele de care am 
eu nevoie sunt urmatoarele: l.Laurian, Temi§ana; ( August Treboniu Laurian, Temi§ana sau 
Scurta istorie a Banatului temi§an, aparuta mai intai in Magazin istoric pentru Dacia , iar apoi 
in extras separat, Bucuresti, 1848. Vegezzi-Ruscalla putea cunoa§te si edi(ia franceza, La 
Temisiane ou histoire abregee du Banat Timisien, f. 1., f. d.) 2. §incai, Cronica romanilor, (in 
editia de la Ia§i din 1853, aparuta sub ingrijirea lui August Treboniu Laurian, Anastase Panu §i 
Mihail Kogalniceanu.) 3. Aron, Idee repede de istoria... (Aron Florian, Idee repede de istoria 
Prinfipatului Jarii Rumane^ti, vol. I, Bucuresti, 1835). 

Popovici, Dovezi literare. (...) Imi ramane sa va mai rog, pe deasupra, sa trimiteti 
imediat aceste lucrari domnului librar Laechner, bibliotecarul Universita(ii din Viena, pentru a 
face ca ele sa-mi parvina. El este insarcinat sa vi le plateasca chiar la primire.” (B.A.R., ms. 
rom. 1005, f. 31r + v.) 

5. Lectorul italian de limba §i literatura romana, Consul General al 
Principatelor Unite la Torino, in Italia 

Intelectualitatea romaneasca a vremii si conducatorii politici ai momentului au sprijinit 
initiativa inva(atului piemontez, care contribuia la concretizarea comuniunii de interese politice 
pe care Romania §i Italia le aveau in acel moment. Idealul unita(ii teritoritoriale si al 
restructurarii din temelii a socicta(ii era punctul de plecare al acestei strategii culturale. 


638 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


La 24 iunie 1861 Giovenale Vegezzi Ruscalla este numit de catre Alexandria loan Cuza 
„consul general al Principatelor Unite la Torino, in Italia”. In acea vreme el definea si funcfia 
de „deputat in Parlamentul italian”. in scrisoarea trimisa „Catre Dimitrie Rosetti” de la 

38 

„ Torino, la 17 august 1861”, pastrata la B.A.R., Fond corespondent, cota S lxxvu Giovenale 
Vegezzi Ruscalla se adresa ministrului roman informandu-1 cu privire la demersurile pe care 
le facuse in tara sa pentru ca numirea pe care o primise din partea principelui romane sa poata 
fi recunoscuta si de autoritatilc italiene. Cu acest prilej, eruditul diplomat torinez trece in revista 
serviciile pe care, din 1839 le facuse intereselor Principatelor Romane in calitate de deputat in 

38 

Parlamentul italian. (B.A.R., Fond corespondent, cota S lxxvu) Pe baza insu^irii perfecte a 
limbii romane, Giovenale Vegezzi Ruscalla publicase un amplu studiu literar-filologic, in II 
Gionale d’Istruzione, Torino, 1851, fasc. V. unde dovede§te, cu exemple, marile servicii pe 
care cunoastcrca limbii romane le poate aduce cxcgctilor limbii italiene. Doi ani mai tarziu, in 
1853, e colaborator, cu suficiente exemple comparative din limba romana, la marele dicfionar 
al lui Bernardino Biondelli, Saggio sui dialetti gallo-italici. Aparitia Poeziilorpopulare ale lui 
Alecsandri constituie un eveniment pe care il saluta cu bucurie in jurnalul florentin Spettatore 
di Firenze din 30 septembrie 1855, pentru ca in 1858 sa dea o traducere prescurtata a colecfiei: 
Canto popolare moldavo posto in versi da Basilio Alecsandri, tradotto da G. Vegezzi-Ruscalla 
e offerto alia sua cara figliuola Ida, nel suo onomastico dell’anno 1858, Torino, 1858, 17 p. 
(BAR II 101183). In ace§ti ani, scriitorul italian se mandrestc ca in revistele noastre, publica 
„despre romani, pe care-i indragesc atata, articole care mi-au adus porecla de filoroman”. La 
Torino popularizeaza cantecele populare romanesti inedite: Giovenale Vegezzi- Ruscalla Italia 
e Romenia. Canzone popolare romena inedita, Torino, 1858, lip. (estratto dalla Rivista 
contemporanea - BAR II 101185). Curand are ocazia de a se intitula „profesor de romana la 
Universitatea din Torino, unde preda un curs, din 1863, adunat intr-o foarte interesanta lucrare, 
consultabila §i astazi, Prolusione al libero corso di lingua, letteratura e storia rumana nella R. 
Univerista di Torino, detta il 15 dicembre 1863, Torino, 1863, 20 p. (II 380699). Alaturi de 
mesajul rostit din partea Romaniei la aniversarea lui Dante de la Ravenna Nel VI centenario 
di Dante Alighieri celebrato in Ravenna, il di’ 24 luglio 1865. Parole di Giovenale Vegezzi 
Ruscalla, Torino, 1865, 8 p. (BAR II 451212) el duce la Ravena, din partea romanilor, o 
coroana cu inscriptia: „Pe oasele Divinului / Dante Alighieri / Descoperite in Ravena / La 27 
iuniu 1865 / Romanii din antica Dacia / Cu profunda venerafiune au depus / Aceasta coroana.” 
Cursul de istorie si literatura romana din 1863 il ajutase pe Vegezzi-Ruscalla a arata romanilor 
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ca „nici un fiu intre Danubiu si Prut nu le e mai mult afccponat”. A aparat rcputapa romanilor 
dupa Rcvolupa de la 1848 de actiunca denigratoare a lui Lajos Kossuth, care-§i stabilise exilul 
tocmai la Torino, ora§ul lui Vegezzi Ruscalla. Colaboreaza cu Alexandru Papiu Ilarian la 
traducerea din romana a lucrarii acestuia, scrisa pentru a contracara propaganda furibunda a 
ungurilor din exil, care nu puteau ierta romanilor ardeleni opozipa impotriva uniunii cu 
Ungaria §i lupta acestora pentru libertate: Papiu Ilarian, Alexandru L 'independenza 
constituzionale della Transilvania di Alessandru Papiu Ilarianu. Traduzione dal rumano (e 
introduzione pe Vegezzi Ruscalla parte I, Torino, 1862, 57 p. Se poate presupune ca invatatul 
italian era implicat doar in stilizarea, eventual corectarea traducerii deoarece in p re fat, a lucrarii 
la paginile 6-7, intr-o nota semnata cu numele Pallady, se afirma ca „traducerea e facuta de G. 
Alisandrescu Urechia, coresa de profesorele de italiana G. de Vegezzi”. (BAR II 523411). 
Studiul despre coloniile serbo-dalmatice din provincia Molise este o marturie a preocuparilor 
etnografice ale autorului: Vegezzi Ruscalla, Giovenale Le colonie serbo-dalmate del 
circondario di Larino, provincia di Molise. Studio etnografico, Torino, 1864, 38 p. (BAR II 
451282). Drept recompense pentru aceasta generoasa si eficienta activitate in sprijinul si 
folosul romanilor, in septembrie 1869, la propunerea lui Ion Heliade Radulescu si Alexandru 
Papiu Ilarian e ales membru „onorariu” al Socictapi Academice Romane. 

La 14 ianuarie 1863 in Monitorul la Partea neoficiala inserata la pagina 39 apar stiri 
despre familia Vegezzi Ruscalla: Ida Vegezzi Ruscalla dedicase doamnei Elena Cuza Baba 
Dochia si autoarea era prezentata drept fiica parlamentarului italian filoroman Giovenale 
Vegezzi Ruscalla. Ca urmare, la in acesali ziar este publicata la Bucure§ci, 24/5 Ianuarie 1863 
scrisoarea de multumire a Doamnei Elena Cuza Suflarea batranei Italii inspira aceste suflete 
generoase. Domnia Voastra, domnisoara, demna fiica a unui om care are atatea titluri la 
recuno§cin(a romanilor, cata sa in§tiin(a(i pe compatriotii d-voastra despre trecutul acestei mici 
natiuni surori. Nimic nu este mai bine facut spre a ne esplica conservarea noastra in mijlocul 
atator incercari §i nefericiri, §i spre a ne merita folositoarele sympatii ale Italiei.Va mulfinnesc 
dar, si primip cu espresiunea viei mele rccunoscin(c, aceea a simtimentelor mele celor mai bune 
pentru parintele D-voastra §i pentru D-voastra. (Sub-scrisa) Elena » 

in Monitorul Jurnalul Oficial al Principatelor Unite no.93, 23 mai 1863, p. 377 era 
an un tala stirca ca „prin decret cu data de mai 1863, dupe raportul D-lui Ministru Secretar de 
Stat la Departamentul Cultelor si Instrucpunii Publice [Christian Tell] se acorda D-lui Vegezzi 
Ruscala facultatea de a face un curs liber de Istoria §i literatura romana pe langa Universitatea 
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din Turinu, cu onorariu de una mie lei pe luna, prevazut in bugetul lucratoriu care i se va 
raspunde cu incepere de la 1 aprilie 1863.” 

in Monitorul Jurnalul Oficial al Principatelor Unite no. 95 din 25 mai 1863 p. 385 era 
publicata o stire despre Legea no. 216/8 martie 1863 care prevedea urmatoarele: „Articolul 1: 
se acorda d-lui cavaler Vegezzi Ruscalla din Turin, titlul de cetacean roman cu dreptul 
naturalizatiunci celei mari; Articolul 2: se acorda d-lui Ruscalla Vegezzi un onorariu de lei una 
mie pe luna, pentru a face un curs liber de Istorie si literatura romana pe langa Universitatea 
din Turin. Aceasta lege s-au votat §i adoptat de Adunarea generala a Romaniei in scdinta de la 
23 Februarie 1863, cu majoritate de cincizeci §i trei bile albe contra a trei negre, Hind si patru 
abpncri. Pre§edinte L. Catargiu, Secretar Pacleanu, Ministru Secretar de Stat Alecsandru loan, 
Ad-interim la Departamentul Justipei M. Crcpdcscu” 

Avand dubla cctat,cnic, rcnunpind de buna voie la candidatura pentru Parlamentul 
Italian, in 1865 Giovenale Vegezzi Ruscalla purta corespondents diplomatics cu domnitorul 
Principatelor Unite, pe care-1 ajutase in numeroase randuri si caruia ii cerea sa fie „ales de agent 

37 

oficios, cum e cav. V. Alecsandri la Paris” : (B.A.R., Fond. Coresp., cota S lxxvu- aChindri§, 
1978: 168-175). 

Numele lui Giovenale Vegezzi Ruscalla apare in legatura cu facilitarea contactelor 
diploma(ilor romani cu Napoleon al Ill-lea. „Dupa dubla alegere a lui Al. Cuza, Napoleon III 
este contactat in cadrul unei misiuni secrete de Ion Balaceanu in cursul campaniei din Italia, 
imediat dupa preliminariile de la Vilafranca la Mozambano pe Mincio, intalnire aranjata de 
Cavour §i sprijinita de Vegezzi Ruscalla, de contele Nigro, de senatorul francez Petri, de 
colonelul Eber si de pictorul Meissanier, top prieteni ai diplomatului roman. Un ajutor prcpos 
1-a avut din partea principelui Jerome Bonaparte, ginerele lui Victor Emanuel II. La aceasta 
intalnire secreta, urmata de alta la palatul de la St. Cloud, imparatul s-a lasat convins de 
necesitatea definitivarii statutului Principatelor Unite si de clarificarea principiului Unirii care 
era in contradicpc cu textul Convcnpci de la Paris, principiu care nu era suspnut nici de contele 
Walewski, pe atunci ministru de exteme al Fran^ei.” (Acad. C. Balaceanu-Stolnici) 

Astfel, cand, datorita renumitului filoromanist torinez Vegezzi Ruscalla, Vasile 
Alecsandri (1819-1890), cel mai important scriitor roman inainte de Mihai Eminescu, era 
primit, in calitatea sa de ambasador al domnitorului Alexandru loan Cuza, dornn in Principatele 
Unite ale Moldovei si Valahiei, de catre contele Cavour (1810 - 1861, prim-ministru al 
Piemontului §i un luptator activ pentru eliberarea §i unitatea Italiei), acesta, un tenace aparator, 
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la Congresul de la Paris, al drepturilor romanilor il intampina cu toate onorurile, adresandu-i 
cele mai magulitoare vorbe de recuno§tin(a pentru implinita unificare politica a Principatelor 
Dunarene. Nu intamplator poetul roman Vasile Alecsandri ii dedica poezia Pilotul datata 
„Turin, 1859” 

Grade introducerii in cercurile politice italiene de catre Giovenale Vegezzi Ruscalla, 
Alecsandri avea sa fie primit mai tarziu si de catre regele Italiei, Vittorio Emmanuele. La 
Palestro (datata Novara, 1859) este o oda inchinata „regelui insu§i, eroul Victor!”, care in 
fruntea unui regiment de zuavi francezi a primit, pentru minunile-i de vitejie, rangul de caporal, 
cu care acesta avea sa se mandreasca fund supranumit de italieni „Victor Emanoil II Re 
galantuomo!” a§a cum explica poetul roman : „Sa traie§ti, o! Victor, Rege-galanton!” {La 
Palestro in Vasile Alecsandri Doine §i lacrimioare, Poezii I, p re fat,a de Paul Cornea, Editura 
pentru Literatura, Bucurcsti, 1967, p. 307) 

Piemontul §i Cavour au sustinut dorin(a principatelor Moldova si Valahia de a se uni in 
1859 sub numele de Romania. Cel mai mare poet roman al momentului se gasea in perioada 
aprilie-iunie 1859 in misiune la granita franco-piemonteza §i sarbatorea bravura combatan(ilor 
italieni intr-o serie de poeme intitulate; La Palestro (datat Novara, 1859), La Magenta (datata 
Magenta, 1859), Gondola trece (datata Gena 1859), tripticul intitulat Coroana viefei dedicata 
damelor italiene cuprinzand I Serenada, II Solferino, III Bersalierul murind (datat Milano, 
1859) §i altele. 

Se presupune ca pe fiica inva(atului italian, scriitoarea §i compozitoarea Ida Melisurgo 
Vegezzi Ruscalla nascuta in 1840, Vasile Alecsandri a cunoscut-o tot cu prilejul misiunii sale 
de la Torino din 1859, judecand dupa versurile pe care i le dedica: „ Pe albumul d-rei Ida 
Vegezzi Ruscalla de Vasile Alecsandri 

....Astfel sunt inimi ce, fara ftire, §i prin a tarii sfanta iubire 
Sunt intre ele tainic legate §i prin iubirea de libertate ! Turin, 1859” 

Ida Melisurgo Vegezzi Ruscalla care in 1868 locuia la Torino, via Ripari no. 9, avea sa 
i§i faca sim(ita prczen(a §i in continuare in via(a literara romaneasca prin lucrari precum: 
Braescu, Costin La Regina di Romania in Italia de Ida Melisurgo-Vegezzi- Ruscalla, Roma, 
1881, 8 p. (BAR II51352), Vegezzi-Ruscalla, Ida Melisurgo Florica §i Doina. Traduc(iune de 
Domna C.B., Edi(iunea anteia, Bucuresci, 1882, 47 p. (BAR I 153912) §i Vegezzi-Ruscalla, 
Ida Melisurgo II Curcan [Raconti], Milano, 1882, 31 p. (BAR II 511088). 
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Dupa abdicarea for^ata a lui Alexandria loan Cuza, la 11/23 februarie 1866 diplomatul 
Italian cu dubla cctal,cnic italiana §i romand ii scrie in limba franceza lui Ion Ghica, 
prezentandu-i-se §i oferindu-§i serviciile in noua conjuncture europeana destul de tulbure: 
„ BinevoiCi, domnule, a scuza libertatea ce mi-o iau de a va scrie §i asigur pe excelenCa voastra 
ca m-a§ socoti fericit sa pot contribui la propa§irea Romaniei. Nu cred lipsit de sens de a face 
obscrvatia ca eu sunt in legaturi stranse cu mai mul|i mini^tri actuali ai Italiei, ca fratele meu 
mai mic a fost ministru de finance §i a refuzat foarte recent de a fi ministru al listei civile si ca 
ginerele meu, Nigra, ( Constatino Nigra, 1828-1907, diplomat italian de anvergura europeana, 
din scoala politica a lui Cavour apud.) este ambasador al Italiei la Paris. Am numeroase rclapi 
la Curtea din Lisabona, in stars it as putea sa nu fiu un roman inutil pentru a ajuta Cara sa iasa 
din impasul in care au aruncat-o ultimele evenimente.” Corcspondcnta lui Giovenalle Vegezzi 
Ruscalla continua si dupa abdicarea lui Alexandru loan Cuza, cand profesorul piemontez 
devine „ajutor si asistent al studentilor bursieri romani” care veneau la studii in Italia. 
Scrisoarea din 17 martie 1866 este o confirmare a acestui fapt §i a preocuparilor intelectualului 
italian, cu multa experience in politice si cu mult rafinament in interpretarea datelor din 
perioadele istorice tulburate de vartejurile rcvolupci. Dupe ce in 1830 Incuse o ceietorie de 
studii in Transilvania si Banat, omul politic Giovenale Vegezzi Ruscalla a continuat sa vadd 
natiunca romand viitoare prin prisma viziunii mazziniene: unitard, ca element de baza in lupta 
popoarelor din bazinul dunarean pentru eliberare si a devenit un aparator perseverent la 
drepturilor romanilor la libertate si independence naCionala, alaturi de intelectuali francezi 
precum Jules Michelet sau Edgar Quinet. 

6. Un curs de literatura, limba §i istorie romaneasca §i implicatiile sale in echilibrul 
european 

in cursul de literatura romand pe care 1-a deschis la Universitatea din Torino, Giovenale 
Vegezzi Ruscalla urmarea pe de o parte prezentarea in societatea italiana a culturii si civilizaCiei 
romane§ti, iar pe de alta parte colaborarea italienilor cu tinerii din Principatele Unite sosiCi in 
Italia la studii. El, care spunea despre sine ca nu se considera „nici literat §i nici orator” 
(Prolusione al libero corso di lingua, letteratura e storia rumana nella R. Universitadi Torino 
detta il 15 dicembre 1863 da Giovenale Vegezzi Ruscalla , Torino, Tipografia Derossi e Dusso 
via delEIppodromo, n.6, 1863, p. 5) §i ca onoarea cu care 1-a investit Parlamentul Principatelor 
Unite de a Cine prelegeri de „limba, literatura si istoria Romaniei in celebrul si anticul ateneu 
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al a estui oras” (Vegezzi Ruscalla, 1863: 5) este un prilej optim pentru tinerii din Principatele 
Unite de a-si desavarsi studiile §i de a deveni cruditi in „arta militara in Italia” pentru a se 
„restabili rclapile fra^esti care s-au destramat odata cu ruina Imperiului Roman” (Vegezzi 
Ruscalla, 1863: 6). Promotor al ideii Federa(iei latine, Giovenale Vegezzi Ruscalla scrie ca 
„federa|ia popoarelor care fac parte din aceeea§i familie este convingerea sa veche” si il citeaza 
in acest sens pe „Carlo de la Varenne, La federation latine inserat in Rivista italiana (di Torino) 
din 29 iunie 1863, n. 145). Aceasta federate latina urma sa „asigure independent si integritatea 
teritoriala a natiunilor si, constituind un adevarat echilibru european sa stinga pentru totdeauna 
era care incepu a cuceririlor” (Vegezzi Ruscalla, 1863: 6). Dorind sa faca cunoscut italienilor 
un „popor frate” pe care il caracterizeaza cu ajutorul cuvintelor patriotului francez Edgar 
Quinet drept un popor „pierdut si regasit”, Giovenale Vegezzi Ruscalla face obscrva(ia ca 
italienii §i romanii se bucura de „consanguinitate”. El observa ca in dictionarul de prestigiu al 
lui Fanfani sunt admise diverse cuvinte precum „homeopatie, litografie si alte noi glasuri, si nu 
inregistreaza in noile sale texte nici «italianita», nici «nationalita» (nationalitatc)” (Vegezzi 
Ruscalla, 1863: 6). 

Comparand situa(ia Italiei cu cea a Principatelor danubiene Giovenale Vegezzi Ruscalla 
constata „trista asemanare dintre conditia coloniei (sic!) §i cea a patriei mama: pentru ambele 
existand problema religioasa” (Vegezzi Ruscalla, 1863: 7). Daca in cazul Italiei Fran (a 
interzicea cxistcn(a propriilor mitropoli(i, iar Austria si Spania insistau prin intermediul lui 
Napoleon asupra sustinerii in continuare a Papei, in Principatele Unite Rusia „cerea guvemului 
roman sa paraseasca manastirile” inchinate de la „Agion-Oros, adica de la Muntele Atos, unde 
putini calugari au 936 de biserici, capele §i altare, si unde se dedicasera pentru a face 
propaganda (arismului” (Vegezzi Ruscalla, 1863: 8). Daca in acest mod scrie Giovenale 
Vegezzi Ruscalla „la noi prco(ii cauta la poporul supcrstitios obolul Slintului Petru” „pentru a 
devasta Italia orientala” in Principate „se saraccste Romania de o treime din produsele 
pamantului sau” nu pentru imaginea „fecioarei Panagia sau pentru cea a sfinplor Vasile §i 
Metodiu, ci pentru cea a (arului Alexandru II, care spera ca printru-un cnut va rcusi dezbinarea 
dintre catolici, protcstan(i si musulmani. in ultimele conferin(e de la Constantinopol aupra 
chestiunii Principatelor, Rusia e secondata de Anglia si de Austria. Sper ca Italia ii va sus(inc 
drepturile Principelui, pentru a impiedica faptul ca averile ecleziastice ale Romaniei” sa nu 
ajunga pe mana „inamicilor (arii” (Vegezzi Ruscalla, 1863: 8). 

Comparand din punct de vedere „fonologic, lexicologic §i gramatical cele doua limbi” 
texte din anale §i din cronici, Giovenale Vegezzi Ruscalla ajunge la concluzia ca asemanarea 
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dintre ele demonstreaza conceptul de „italianita” „in concordanja cu asentimentul/acordul 
popoarelor avand aceea§i finalitate in a se rccunoaste italieni” chiar daca multe dintre acestea 
se numesc la fel sau poarta „un nume pupn diferit” (Vegezzi Ruscalla, 1863: 8). El remarca in 
legatura cu asemanarea sub cupola conceptului de „italianita” cxistcn(a unei „asemanari de 
caracter, (...), de costum §i a capacitapi asimilative”. in acela§i timp combate „insistenta 
pretenliei a Rusiei §i a rusofililor” de a-i considera pe romani „slavi”. El explica ca aceasta 
pretence, de fapt „cel mai absurd sofism si mai straniu paradox” face parte din strategia 
ruseasca de „a-§i impune dominapa in Europa orientala” (Vegezzi Ruscalla, 1863: 8). Ca 
urmare strategia ruseasca a recurs la Jitcrapi ncmp”, care au afinnat precum „Fallermayer” ca 
„elenii sunt de proven inept slava” (Vegezzi Ruscalla, 1863: 9), iar dupa De Gerardo, „Scholzer 
si Gyarmathi, care pe urmele lui Sainovici a demonstrat afinitatea dintre maghiari si finlandezi, 
laponi, voguli” si „au fost rccompcnsa(i de Rusia” cu pretenpa „sceptrului tuturor na(iunilor 
finice §i in acela§i scop doresc ca §i romanii sa fie slavi”(Vegezzi Ruscalla, 1863: 9). El 
amintestc despre primii pasi lac up §i despre pretenpa „mediata de tratatul de la Bucurcsti din 
28 mai 1812” asupra „frumoasei §i manoasei priovincii a Basarabiei”. (Vegezzi Ruscalla, 1863: 
9) 

Giovenale Vegezzi Ruscalla imparte istoria romaneasca in §ase epoci: „cea a colonizarii 
realizata de Traian, epoca ungaro-bulgara, epoca glorioasa a principilor indigeni independent, 
epoca vasalita(ii turce§ti, epoca rapacilor fanariop §i in cele din urma cea a restaurarii 
principatelor na(ionalc” (Vegezzi Ruscalla, 1863: 9). In opinia eruditului diplomat italian, care 
il citeaza pe Bolintineanu (Calatorii pe Dunare §i in Bulgaria, Bucurcsti, 1858, p. 41) Europa 
ar trebui sa fie recunoscatoare pentru ca „a fost salvata de la prada succesorilor lui Mahomed” 
nu numai polonezilor si maghiarilor, ci si croatilor si romanilor, cei din urma „de§i pu(in 
numero§i, s-au opus cu un uimitor curaj in mai bine de §aizeci de batalii” incursiunilor 
sultanilor (Vegezzi Ruscalla, 1863: 10). El arata ca acest sacrificiu secular a fost recompensat 
de istorie mult mai tarziu cu ocazia „Congresului de la Paris din 30 martie 1857”, care a restituit 
autonomia Principatelor §i a indepartat protectoratul rusesc lasandu-le doar sub „suprema 
dominape turceasca”, in ciuda tuturor comentariilor precum cea a etnologului englez Latham 
('The Nationality of Europa, Londra, 1863, t. II, p. 225), cel care considera „ca nici o (ara nu a 
castigat mai mult in acel Congres decat Principatele” (Vegezzi Ruscalla, 1863: 10). Cursul 
trece in revista in continuare asemanarile §i deosebirile dintre Italia §i Romania la nivelul 
rezolvarii in istorie a problemelor referitoare la situa(ia taranimii, la situa(ia (iganilor, la 
drepturile israelitlor, la reformarea si modernizarea statului. El promite ca va traduce „poeme 
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lirice, colinde, cantece populare” pentru a-si demonstra ideea ca „facultatea poetica descinde 
din cea a latinilor” si care desi s-a dezvoltat intr-un colt de lume in care de§i „cerul e mai putin 
albastru decat cel din Italia” totu§i „i-a pastrat imaginalia sa viguroasa”. (Vegezzi Ruscalla, 
1863: 15) Giovenale Vegezzi Ruscalla era ferm convins ca si in domeniul literaturii „toate 
natiunile neo-latine occidentale au colonii dependente §i independente” (Vegezzi Ruscalla, 
1863: 15) si ca interesul major al italienilor care „deveneau stat de prim rang” era acela de a 
strange rela|iile intime dintre consanguinii de la Dunare si de la Prut”. Inamicul comun in 
aceasta reunire a fortclor ramanea Austria, care nu ar fi trebuit sa „germanizeze Transilvania, 
Banatul §i Bucovina asa cum a germanizat regiunea Veneto, Trentino si Istria” (Vegezzi 
Ruscalla, 1863: 16). Giovenale Vegezzi Ruscalla considera studiul filologiei romane§ti 
important pentru filologia italiana deoarece ii ofera acesteia explicajii cu privire la „provenienla 
limbii” sale literare, cu privire la stabilirea unor etimologii incerte ale unor „cuvinte italienesti 
obscure” (Vegezzi Ruscalla, 1863: 17). Cursul se incheie cu traducerea in limba italiana a 
Horei Unirii de Vasile Alecsandri, „care a devenit un fel de Marseilleza, cantecul grecesc din 
Rhigas, cantecul maghiar al lui Petofi, cantecul danez al lui Ewald” (Vegezzi Ruscalla, 1863: 

19) , iar autorul i§i cere iertare pentru libertatea de a II pledat cu ardoare in favoare colaborarii 
dintre italieni §i romani, rugandu-i pe cei care il ascultau sa il socoteasca „asemenea Etnei, care 
din cand in cand erupe” raspandind jerbe luminoase de lava §i foe (Vegezzi Ruscalla, 1863: 

20 ) . 

Spre sfar§itul viefi i Giovenale Vegezzi Ruscalla a fondat „Liga greco-latina”, 
propunandu-§i sa reuneasca in aceasta asociatic reprezentanjii tuturor natiunilor descendente 
din cultura elenistica §i cea latina. Ziarul lui Luigi Cazzavillan „UniversuV ’ impartasca accleasi 
idei care se refereau la crearea unei uniuni vamale mediteraneene. In acest context jurnalul a 
inserat §tiri despre congresul de la Lion din aprilie 1884 referindu-se la „Confederalia latina”. 
La Torino Vegezzi-Ruscala arborase in fa(a casei sale steagul romanesc alaturi de cel italian. 
intr-un alt numar din anul 1884 al ziarului lui Cazzavillan e reluat o articol din presa italiana 
intitulat Rivendicazioni irredenti/ Revendicari iredentiste. Autorul arata ca Franta revendica 
Alsacia si Lorena, Italia Corsica si Nizza, iar Romania avea privirile ajintite asupra 
Transilvaniei, Basarabiei §i Bucovinei. Printre manifestarile prictcnesti in favoarea Romaniei, 
ziarul mentioneaza §i initiativcle vcncticne. De exemplu, in urma apelurilor lansate de unii 
simpatizanji, in Italia exista un comitet cu scopul de colectare a dona(iilor de carte pentru 
bibliotecile din Bucurcsti. Dante di Serego Alighieri, primarul Venctiei era un sustinator al 
proiectului. in egala masura Marco Antonio Canini, profesor la Scuola Superiore di 
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Commercio / §coala Comerciala Superioara din Venecia, ca §i Vegezzi Ruscalla, era un amic 
de incredere al Romaniei. In acel moment, 1884, Marco Antonio Canini inaugurase la §coala 
Comerciala Superioara de la Venecia un curs de limba romana. 

Giovenale Vegezzi-Ruscalla a murit in 1885, incununand o importanta epoca 
a rclatiilor romano-italiene, rastimpul romantic, dominat de aspiratii comune inalte si sincere. 
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Abstract: This essay presents the opinion of this Transylvanian author about the European languages 
and cultures of his time. He had achieved this opinion during his journeys through different states of 
the old continent. The following aspects will be pointed out hereby: a) the cultural degree and the level 
of civilization of other coun tries in Codru Dragusanu ’s opinion, b) the comparison, both an objective 
and a subjective one, made between the former and those of Trans ilvania and Muntenia (Wallachia), 
c) the cultural, political or economic relations between those states the author had travelled trough, d) 
the linguistic approach of the comparative descriptions the au thor made, the latter showing his qualities 
as a man of culture and of European feeling, too. 

Keywords: european culture, multicultural relations, linguistic approach, modernity, tradition. 


I. „Peregrinul transilvan sau Epistole scrise den tari straine unui amic in patrie de la 
anul 1835 pana inchisive 1848”, singura opera prin care a ramas in literatura noastra 
memorialistica Ion Codru Dragusanu 1 , cuprinde 32 de epistole, scrise de autor, cel putin sub 
forma unor insemnari de calatorie, pe parcursul peregrinarilor sale prin tara si in strainatate, in 
perioada amintita in titlu. Jumalul sau, care cuprinde, sub forma impresiilor de calatorie, o 
descriere literara a principalelor orase vizitate (Bucuresti, Viena, Budapesta, Milano, Roma, 
Baden-Baden, Stuttgart, Paris, Londra, Nisa, Napoli, Geneva, Strasbourg, Genova, Frankfurt, 
Sankt-Petersburg etc.), a intamplarilor traite si a oamenilor pe care i-a cunoscut, este, in egala 
masura, pentru autor un prilej de a-si face cunoscuta propria viziune despre lumea 
contemporana, despre organizarea politico-administrativa si activitatea culturala a tarilor prin 
care a trecut, despre firea si despre modul de a gandi al oamenilor etc., intr-o continua si 


1 Prima editie, tributara ortografiei latinizante specifice epocii, a aparut in 1865, fiind continuata de alte trei editii 
(postume): 1910 (ingrijita de C. Onciu, cu sprijinul lui N. lorga), 1942 (ingrijita de Serban Cioculescu) si 1956 
(ingrijita de Romul Munteanu). Despre biografia si activitatea culturala a lui Codru Dragusanu, vezi prefata acestei 
a treia editii, scrisa de Romul Munteanu, p. 5-32, editie pe care am folosit-o si noi in analiza de fata. 
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consecventa raportare la situatia existenta in Tarile Romane. Desigur, aceasta viziune apartine 
omului de cultura al timpului sau, influentat de propriile experiente de viata, de lecturile sale, 
de atmosfera epocii respective, aflata la granita dintre vechi si nou, intr-o fragila stabilitate, 
intre razboaiele europene de la inceput de secol si revolutiile de la jumatatea aceluiasi secol, si 
care intelege, cu o intelepciune dictata de bun-simt, distantele sociale si de mentalitate. Din 
comentariile autorului, rezulta, pe de o parte, fatalitatea diferentelor istorice dintre oamenii 
apartinand diverselor popoare si, pe de alta parte, dorinta de ridicare a maselor, de la noi si de 
pretutindeni, prin educatie, cultura si religie. 

II. Ion Codru Dragusanu este, indiscutabil, inzestrat cu o fina capacitate de a vedea 
realitatea lucrurilor si a oamenilor din jur. Autodidact, cunoscator de limbi straine, inteligent 
si cu un rafinat simt al umorului, pe cat de ironic, pe atat de autoironic 2 , isi construieste un 
personaj cat mai aproape de realitate, fara prejudecati, care observa, pe baza propriilor 
experiente, lumea din jurul sau, cu grija fata de detalii si cu o evidenta dorinta de a fi cat mai 
sincer si mai realist. Desi are constiinta apartenentei la spatiul romanesc, tot ceea ce spune si 
face il transforma intr-un adevarat „homo europaeus” prin normalitatea efortului sau de 
integrare in lumi, straturi sociale si mentalitati diferite, prin constiinta diferentelor si prin 
dorinta de depasire a acestora. Influentat de „cultura luminilor”, Codru Dragusanu isi arata, in 
plus, prin memoriile sale, bunul simt de ardelean din central tarii, nascut si crescut intr-o familie 
de tarani liberi (boieri-graniceri), doritor sa cunoasca oameni, sa experimenteze lucrari si sa 
vada locuri noi, indraznet si consecvent, optimist si invatand din propriile greseli, iubitor de 
dreptate si de frumos. 

III. O prima analiza este legata de opiniile lui Codru Dragusanu despre atitudinea si 
comportamentul oamenilor din tarile prin care a calatorit. Spre exemplu, ceea ce ii 
caracterizeaza pe vienezi este, in primul rand, tacerea: „Ei nu striga, nu vorbesc, ci numai 
zbarnaie pre strade, ca albinele in alvearie. Minune cum atate lovituri cu cotul, pre strade 
stramte si scure nu-i aduc in afect sa faca larma. in Bucuresti, cei ce au ceva de vanzare si-o 
striga pe poduri cu glas mare, asurzindu-te: aici, Doamne fereste, nu”. Relieful, dramurile si 
orasele din Austria si Ungaria nu sunt atat de diferite ca cele din Romania 3 : „Afara de cetati 


2 lata o autoprezentare a autorului, plecand de la un proverb: „Inter vaccas bos est abbas. Mi se tampla literale: 
tree adeca de om invatat, pentru ca den cati venira cu mine nimeni nu stie ceva italieneste, pre cand eu den Viena- 
mi cumparai gramatica si o rup de minune. Germaneste stiu bine, in franca m-am esercitat incatuva, apoi poftim! 
sa nu creada oamenii ca-s incaile popa?” 

3 Autorul mentioneaza de fiecare data faptul ca el apartine Romaniei, pe care o numeste ca atare: original - din 
Transilvania si frate cu conationalii maghiari, trecut in Tara Romaneasca, in egala masura patria lui. 
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[cuvantul este folosit, constant, cu sensul de „oras”, fiind o romanizare a lat. civitas, -atis, 
eventual a fr. cite sau a it. citta, cu aceeasi origine, n.n.], nu e mare diferenta intre Ungaria si 
Tara Munteneasca. Tot acel ses neted ca si preste Carpati, tot acele colibe scunde si rau 
coperite, ca si in Romania, pretotindeni. (...) Drumurile stau cum le crea Dumnezeu cu 
cuvantul; nimeni, ca si in Romania, nu profana natura cu lucrul manilor sale. 4 (Vindobona, 
decembrie 1838). Comparatia dintre romani si maghiari, pe de o parte, si italieni, pe de alta, 
este, din punctul de vedere al atitudinii fata de propria tara, net in favoarea celor din urma, fara 
insa ca aceasta sa fie privita ca o calitate a oamenilor, ci mai degraba ca un dat istoric: „(...) pre 
cand ilariopoletanii [bucurestenii, n.n.] canta Dambovita apa dulce, si maghiarii Extra 
Hungarian!, italienii pot sa taca. Cei dintai au lipsa a-si lauda tarile de bune, caci in tot minutul 
te convingi de contrariul, pre cand aici vorbeste Italia singura”. 

Foarte interesant este sentimentul unei lumi deschise, unde se poate calatori fara prea 
mari restrictii. Din aceasta perspective, autorul se simte un om liber, cu aceleasi drepturi si 
posibilitati ca orice cetatean european: „Mediolanul e o cetate de sarbatoare si multi oaspeti 
resed aici vara, caci nu e cald preste masura. Acum desi ca primavara noastra, tot e iarna si nu 
sunt straini multi. Noi si cativa angli petrecem in ospelul Gran-Bretagna, toata ziua in ospat si 
glume, caci aci e ieftinatate, ca in Bucuresti” (ianuarie 1839). 

Mancarea este discutabila si, ca de obicei, privita comparativ: „in Viena cafeaua se 
serveste in tasute ca degetarele si neste comute cat pastariele de fasole; aci (la Milano, n.n.) 
tasa de o cupa, pane alba, ce e drept nu asa de delicata ca in Viena, cu gramada, si unt proaspat 
ca un muntecel la dejun, opt mancari la pranz, ceai spre seara si cina cu abundanta, apoi vin la 
discretiune, toate pre zi pentru trei, patm lire. (...) Aceste mancari („rizotto di Milano si polenta 
con ucelli, adeca o specie de pilaf si mamaliga cu vrabii fripte pre dansa”) nu le poti compara 
cu altuceva fara cu „magyar kaposzta”, „sachisch kampest”, adeca varza acra cu rancezeala, 
delicatete ce la noi, unde-s atatea natiunaletati, fiecare cu predilectiune si-o apropriaza” 5 . intr- 
o alta scrisoare, datata din Nisa, iunie, 1842, autorul comenteaza bucataria franceza si cauta 
noduri in papura, fara sa se poata abtine de la generalizari asumate: „Cuina francesca in adevar 
e escelinte, dara panea in genere nu e sarata de ajuns, pentm ca nu se sara ca la noi cu sare 
gema, caci in Francia e putina, ci cu sare marina ce are gustul fad, apoi bucatele dupa gustul 


4 Este evidenta ironia la adresa ungurilor, pe care ii considera, contextual si comparativ, infumurati: „(...) maghiarii 
pustei, macar ca si desculti poarta pinteni, sunt asa de zangalosi, incat ti-e greata a te uita la dansii, ceea ce la 
romani, fie cat de mizeri, nu se vede”. 

5 Traducerile facute de autor sunt toate, sub aparenta unei maxime acurateti, pline de ironie. 
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lor caut sa le mananci mai reci, almintre te fac mocan, ca pre maghiarul nostru. Francul nu 
poate pricepe ca si alte popoare ar avea ceva bun, cel putin mai bun ca el, asa e de fanfarun”. 
Codru Dragusanu lauda cu jumatate de gura vinul de Champagne, „faimos in toata lumea, dara 
mai pretotindene mincinos. in tara lui, nu ne inselaram, ne se servi genuin”, dar critica cidrul 
baut, pentru prima data, la Montreuil, care i s-a parut „vin altmintre tare, dara cu gust otetit. E 
numai surogat de vin, ca in Germania cafeaua de secara”. in drum spre Napoli cu vaporul (iulie 
1842), a trait succesive experience neplacute datorate vremii si neobisnuintei, care au culminat 
cu o tragedie culinara, traita de un om cu o relativ buna experienta in domeniu: „Mancasem 
biscoti de Brasov inca den tinerete, biscoti franci a la cuillere, biscoti angli serviti cu ceai, 
cunosteam gustul macaronilor cu cas de Parma, cu sue de carne si inecati in unt proaspat. 
Biscotul marin seamana in virtute ca fierul otelit, altmintre e coca nesarata, ca panea francesca; 
macaronii lui signor Corbo mi se servira fierti in apa simpla, presarati cu branza muceda si 
ilustrata de streapezi, stocofisul, o specie de talpa ce se vinde cu pundul, atat de aromatica, cat 
sa-1 mirosi den coasta toscana sau den Sardinia pierdute in orizuntele departat, apoi un vin 
dulce si fad fara proba de putere”. Cat despre obiceiurile culinare ale englezilor, autorul face o 
expresiva sinteza astfel: „Anglul e natiunea cea mai mancacioasa pre pamant. Dimineata cum 
se scoala bea ceai sau cafea, la zece ore antemeridiane mananca un beefsteak si bea bere, 
pranzeste in forma la doua, repeteste ceaiul la cinci pomeridiane si nu lipseste a cina cumsecade 
la noua seara, dara apoi mai urmeaza adesea punci” (Londin, septembrie, 1840). 

La Milano, conversatia se purta „italieneste si franceste, de germana nu va sa auda 
nimeni, crez ca si cine o stie nu spune, fiindca italianii urasc pre germani foarte, si de aici vine 
ca, desi par a fi blanzi, pre stradele cetatii lor tot la cincizeci de pasi e o sentinela militara. Am 
vazut feciori romani in gamiziune si cu rara placere am conversat romaneste cu dansii asa 
departe de patrie”. (Mediolan, ianuar 1839). Din context rezulta o oglinda fidela a relatiilor nu 
foarte prietenesti dintre italienii din nord-est si vecinii lor austrieci 6 . Cativa ani mai tarziu si 
intr-o cu totul alta situatie, iata caracterizarea comparative a unui alt oras european (Santu 
Petrupole, prier 1843): „Ca toata Rusia, mai ales Petropolea e numai o specie de castre militare 
si, cum am zis de Roma, ca den publicul stradelor 95 percente sunt popi, asa se poate zice in 
Petrupole ca-s 95% soldati (...)”. De asemenea, in timpul unei opriri la Pesta, in 1839, autorul 
a iesit „la preimblare” cu capitanul italian al corabiei care il adusese acolo: „mersem intr-o 


6 Pe de alta parte, autorul apreciaza faptul ca „den firea lor sau den imprejurarile politice, nu stiu bine, supusii 
austriaci [locuitorii din nordul Italiei aflat sub administratie austriaca, n.n.] sunt mult mai seriosi ca ceilalti italiani, 
insa si mai barbati si mai avuti mi se vad”. 
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specie de casina a cetatii, unde se afla multa junime studioasa, intre care si doi compatrioti 
transilvani. Cu acestia intrai in conversatiune dupa a lor provocare, vazand ca nu mi-e 
Transilvania straina, desi nu le spusei ca-s chiar transilvan. Se mai apropiara si altii auzindu- 
ne vorbind cat italieneste, cat romaneste si in fine se intinse conversatiune generate germana, 
ca toti sa ne intelegem”. 

Cu aceeasi ocazie, aflat la un ospat, comenteaza cu strainii comeseni despre asemanarile 
dintre Ungaria si Romania in privinta libertatilor politice si a practicilor boierimii, cu observatia 
ca „in Ungaria poti vorbi den rarunchi in contra guberniului, tocmai ca si in Bucuresti. Altceva 
e a scrie in ziare publice, caci acestea-s supuse unei cenzuri foarte aspre”: „Aflai ca magnatii 
maghiari, ca si boierii romani, merg de-si delapida averea in tari straine, dara nu prea le e iertat 
a cerceta Parisu ca boierii nostri, nice a-si face studiile la universitatile liberate germane”, in 
compensarea unei asemenea lipse, autorul spera ca ambele popoare, maghiarii si romanii, vor 
depasi „datele primitive” ale propriilor indeletniciri si cutume: „Desi in toate este privinte 
[ritmul lent al progresului in viata politica, economica, administrative si sociala, n.n.], 
maghiarii seamana bine cu boiarii nostri, ei totusi de curand parca facura un pas mare spre 
inaintare ... Daca ungurii, vecinii nostri, den lungul somn al inertiei incepura a se destepta si-s 
insufletiti de refonne, e buna speranta ca boiarii nostri nu vor ramane inapoi, mai ales daca se 
vor stradui a-si castiga cultura stiintilica ce le lipseste cu totul si cu care multi maghiari sunt 
dotati. in cultura, ca si in natura, imitezi pre vecinul mai curand ca pre departatul, si tini [sic!] 
pas mai usor cu cel ce merge incet, ca cu cel ce fuge”. Aflat la Napoli, in iulie 1842, isi mentine 
o anumita rezerva fata de comentariile politice, sugerandu-i destinatarului sau fictiv sa evite 
eventuale „aluziuni”, „ca si asa cred oamenii ca-s spion franc. (...) aici e locul a-ti tine limba 
intre dinti in legea anglului, nu sa latri verzi si uscate, ca in Francia, unde politia asculta tot 
felul de espectoratiuni cu indulgenta, ca sa afle opiniunea publica, fara a te supara pentru 
aceasta”. 

Sentimentul de normalitate a diversitatii umane, institutionale, arhitecturale europene 
transpare si cu ocazia calatoriei in Suedia (epistola din Baden-Baden, iulie, 1840), la Stuttgart, 
unde „fiind dumineca, mersem in vecinatate pre colnicea Rothberg la o capela rusa de 
arhitectura gratioasa greaca, ce fu radicata pentru o principesa den familia imperiale rusa si 
ascultaram liturghia dupa ritul nostru”. Profita de acest moment de relaxare culturala si 
comenteaza despre „toate nationalitatile aici cu uzura reprezentate, apoi candu-s oamenii fara 
treaba se arata Urea liccaruia in „neglige” (cum am zice nespalat, n.a.). Portretele „intimilor” 
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sai sunt un amestec de sinceritate si de ironie, iar printre randuri sunt completate de mici, 
intentionate (dar imediat atenuate) „rautati” umane: 

„Mister William esquire: E secretar privat al unui sol rus si stau cu dansul in relatiuni 
cat se poate de amicabili. Caracteriul anglu se arata la dansul in toata ocaziunea, caci despre 
germani aici in tara lor, unde el e oaspe zice numai: „esti strain”. Anglul, adeca, vrea sa fie 
pretotindeni acasa, nicaire strain si are oarecum dreptate, caci nu stiu care stat n-ar fi dator 
anglilor”. 

„Don Estevan: Un spaniol infumurat, curiar de familie al unui duce din tara sa, e nobile 
den provinciile basce, ce au nescari institutiuni ca ale noastre transilvane, adeca privilegie 
preste privilegie. Si acesta mi-e cunoscut, dara-mi cauta mult timp preste umeri si-mi vorbi tot 
de bravurile antecesorilor sai, pana-mi luai osteneala a-mi arata si eu genealogia esact in modul 
urmator fara a tinge ceva dupa cum tu bine stii. (...) Dupa ce spusei lui Don Estevan cu cate 
venerabile piei de cane ma pociu glorofica (sic !)i se mai intinsera zbarciturile fetei, ma 
tracteaza de egal si nu-mi refuza pinta de vin, cand se tampla sa i-o oferesc dupa moda noastra 
patriotica, care aici nu e in uz; dara la familiaritate perfecta nu o adusei cu hidalgul (nemes 
span) meu - ca e preste putinta cu un spaniol. (...) Lumea s-au schimbat foarte si azi spaniolul 
are numai sumetia goala ca posunariul sau si ca vistiaria reginei Maria Cristina”. 

„Signor Bartolomeo stie toate operele lui Rossini si Bellini de rost si le canta cu nespusa 
dulceata, incat nu ne-am mai desparti de dansul, dara sa te fereasca Dumnezeu a-1 vedea o data 
in furia proprie fiilor sudului, italianilor. Numai ieri mi se tampla. Tocmai pierduse toti banii 
la ruleta. De candu-s n-am auzit vociferatiuni mai scandaloase, ca in gura estui om: „Dio cane, 
Porca Madonna, Santi coglioni” si alte impietati, cum ingiura numai surugiii in Tara 
Romaneasca”. 

Sergiu Ivanovici. „E1 ne delecteaza cu imnoranta ce arata la toata vorba, mai ales 
comentand pre Agathanghel despre impietatea beserecei ortodose si despre marirea imperiului 
slav. Trebuie sa stii ca muscalul e foarte destept den fire si imita minunat, insa clasile inferioari 
n-au ocaziune de a se instrui, fara in tari straine”. 

Sinteza comparativa pe care o face autorul despre reprezentantii popoarelor europene 
este, in ciuda aparentei de subiectivitate, realista si foarte expresiva, surprinzand caracteristicile 
esentiale: „Muscalul are credinta tare in autocratul sau atotputinte, ca francul in natiunea sa cea 
mare si glorioasa, anglul crede in bani si e superb cu suprema desteritate a diplomatilor sai, cari 
poarta lumea de nas cu adanca finete. Italul vegeteaza politiceste, dara respira in viata artistica, 
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pre cand ispaniul nice una nice alta, ci traieste cu reminiscintele gloriei trecute”. Sincera 
dezamagire legata de situatia propriei natiuni, exprimata in linalul acestui tablou („Noi oare cu 
ce ne-am putea mandri?”) este compensate tonic si auto ironic de avantajele excentricitatii de 
tip oriental pe care el o aliscaza, cu buna stiinta, pentru a se afla in centrul atentiei damelor: 
„Am intre altele un costum semiorientale care face furoare cand iesim la promenada campestra 
cu un ciopor de copile. Cand ma acutrez cu fesul grecesc omat cu ciucur de fir pana la umar, 
apoi altmintre in barsiun de matase, nu numai oglinda-mi face complimente, dara toate 
domnisoarele-si disputa prerogativa de a ma avea cavaler”. 

Atitudinea locuitorilor Europei fata de frumusetile naturale si cultura artistica a tarilor 
din care fac parte este si ea privita comparativ, rezultand de aici impresia, confirmata, de altfel, 
pana in prezent, ca Europa este pe cat de diversa, pe atat de asemanatoare. Spre exemplu, iata 
cum se raporteaza la aceste realitati italienii si elvetienii: 

„Nice o zi sa nu se descopere o suma den ramasitele stralucitei cetati (este vorba, 
evident, de Roma, n.n.). Italianii conserva aceste spolie cu religiozitate, nu insa pentru 
memorabilitatea istorica, nice den respectul antichitatei, ci den vilul interes. Romanii intretin 
ruinele, ca cersetorii ranele sale, spre a indemna trecatorii la indurare” (Roma, faur, 1839). 

„E mare diferenta intre italieni si elvetieni, ca si intre ambe tarile, dara intr-un respect 
si seamana foarte: si unii si altii traiesc mai ales din sarlatanism. Italienii trafica cu arheologia 
si elvetianii cu frumusetile naturali ale tarii lor (...)” (Thun, august, 1843). 

Codru Dragusanu nu tine cont de niciun tipar cultural sau de vreo prejudecata in analiza 
realitatilor, umane si institutionale, pe care le-a intampinat in peregrinarile sale. Spre exemplu, 
caracterizeaza diversele popoare, cu bunele si relele lor, iar mesajul care rezulta dintr-o 
asemenea atitudine este acela de asumare a unei pozitii de egalitate culturala, data, in primul 
rand, de sentimentul apartenentei la ceea ce putem numi „homo europaeus”. Din punctul lui de 
vedere, locuitorii Romei „sunt cei mai aprigi lotri si briganti in lume, iara ce nu e brigante cu 
putina esceptiune e cersetor” (Roma, faur, 1839); la intoarcerea spre casa, el si insotitorii lui 
au fost paziti de jandarmi, la fel ca in calatoria din „statul papale”, „caci aici mai mult ti-e 
asigurata viata de veci, ca cea mizera, temporara, ce toti ti-o ataca, ca mai curand sa te bucuri 
de eternitate”; relatia cu religiile crestine existente este obiectiva si egal critica, autorul avand 
respect „de orice besereca”: „cultul catolic e pompos si impozante (...), dar mie nu-mi plac 
ceremoniele lui, pentru ca se produc cu pre mare exactitudine si minutiozitate ostenitoare. Nu¬ 
mi place insa nice simplitatea uscata a protestantilor, care inca avui ocaziune, ici cole, a o 
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cunoaste”; „poporul nostru e religios, cultura lui poate purcede numai den besereca; aici dara 
trebuie sa aibe model de estetica simpla, de ordine esemplara si de economic la toata proba, ca 
sa aibe ce imita intr-ale sale acasa”; [Ceremoniile ritului luternan] „sunt de tot simple, cam ca 
ale luteranilor nostri, observai totusi un ce curios, ca pastorele foarte des repeti o ectenie scurta 
den liturgia santului Ioane-Gura-de-Aur, se citira molifte lungi, ca la noi rasaritenii, apoi pre 
langa imne acompaniate de organ urma o predica foarte rau declamata si adormitoare - las'ca 
poate unde nu-i pricepui altele, fara den cand in cand vorbele: Lord God”). 

De asemenea, trecerea dinspre Germania spre Franta s-a facut „fara multa sicana den 
partea vamei france, altumintre rau faimata in strainatate” (Parisi, august, 1840) 7 , in ciuda 
caracterului „minunat” al francilor, „poporul agricol, mai mult ca aiure are in fata intiparita 
grigea si ruditatea nedespartita de aceasta clasa a societatii pretotindene, semne ce contrasts 
emininte cu fina aparenta si frivolitatea cetatenilor urbani, a caror soarte, oriunde, e mai ferice” 
(ibidem); aceeasi soarta o are si „cetatianul” (adica „oraseanul”, prin calc structural dupa fir. 
citoyen, n.n.), care „sede inghesuit intre ziduri, se imbata de putoarea fabricilor unde e ocupat, 
se ineaca de pulberea stradelor stramte si lipsite de aer curat” (Vindobona, decembrie 1938), 
fapt ilustrat de cele „patru sute de mii de suflete” din Viena, „sarace suflete puse claie peste 
gramada”, care, pe strazile „ca neste crepaturi intre stanci”, „busguie, pedestrii, epestrii (sic!) 
si in trasure de toata specia, asa de indesat cat cugeti acum, acum se turtesc unii pre altii, ce 
totusi nu se tampla!” (ibidem); „postaliunii (vizitiii, n.n.) lombardo-veneti aduc binisor cu 
Schwager-ii tacuti si flegmatici germani, care pentru toata lumea n-ar iesi den treapetul ordinar, 
asa-numitul Kaiserlicher Trab nice pentru Trinkgeld-ul duplicat” (Mediolan, ianuar 1839) etc. 

Pe de alta parte, in ciuda unor diferente tratate cu superioara ironie („schioapata numai 
in privinta pedepselor corporali, pentru a caror abolire n-au venit timpul - dupa spresiunea 
boiarilor legislatori”), „justitia criminale (din Tara Romaneasca, n.n.), den altele destul de 
partiale, e totusi europeana, modema, nu recunoaste tortura, nice confiscatiunea bunurilor, apoi 
nice dreptul statar. (...). Legile criminali sunt den altele uniforme pentru toti, nu ca la noi in 
Transilvania, unde omorul unui nemes costa 200 de florini, al unui libertin 40 florini si al unui 
iobag 20 florini. (...) Oricum, justitia criminale ar putea li model Transilvaniei: apoi aci nice se 
comit atatea crimini si lotriele oarecand faimoase s-au starpit cu totul” (Bucuresti, mart, 1840). 


7 Pe de alta parte, problema „pasului” (a pasaportului) era deja „rezolvata” in Anglia: „omul nostru ne spuse ca 
asemenea institut e necunoscut in Anglia, ci e numai lusul continentului. In adevar nice o piedica mai urata pentru 
calatori ca aceasta carte de siguranta, inventata spre specula, cu care pierzi nespus [de] mult timp” (Londin, 
septembrie, 1840). 
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Pentru calatorul roman, obisnuit cu medii si cu oameni diversi si avand ca unic 
argument substantial, pe langa buna crestere familiala, autoeducatia, totul este comparativ, in 
functie de contextul spatio-temporal. Astfel, 

(anglul) „nu e speculante de nevoie, ca alte natiuni, ci speculante de conditiune, si asa 
toate i-s cuputinta” (Londin, septembrie, 1840), 

„la inceput in Francia toate in cea mai buna ordine, mai presus ca in Germania, dara 
venind den Anglia, deodata ti se pare ca iesi den palatiu si intri in bordei, asa e insula aristocrats 
pe langa contininte”, „cum ca francul asemanat cu anglul are caracter usurel, se recunoaste si 
dintr-aceea ca in Francia tocmai ca la noi pretotindeni afli mobilie defectuoase [imobile, n.r.], 
ochi de ferestre sparti, cutite ce nu taie, usi ce nu se inchid bine si alte multe, dara in Anglia, 
fereasca Dumnezeu, nu: acolo toate sunt intregi, derese sau carpite, incat nu te poti plange. 
Apoi cand afli ceva defectuos si faci observare, anglul se roaga de iertare, dara francul iti tine 
o predica - caci e limbut, act de curtesie nu prea laudabile, dara e in firea lui - el nu se inclina 
oaspelui”, „tocmai ca in Germania cu cunoscutul gleich-gleich, asa pati si in Francia - nimeni 
nu se tine de cuvant. Anglul den contra defige secunda cand sa-ti plineasca voia acurat si nu-ti 
ramane datoriu”, „caii angli merg in pas, cei germani in trepat, cei firanci in galop si posta 
romaneasca a domnului Tache Zisul in cariera, adeca in fuga mare, fara diferenta in timp si 
distanta” (Parisi, ianuar, 1841), 

csardas -ul maghiar „in grad superlativ e divin” in comparatie cu cancanul francez, 
„aceasta batjocura in centrul civilizatiunii europene, la francii atat de estetici in toate uzantele 
sociale” (Parisi, faur 1841), 

limba franceza „e ca si universale, si nu se ostenesc, ca noi, a invata limbe straine, afara 
de cele clasice. Tara lor e mare si grasa in tot respectul, de aceea nice calatoresc in masura, ca 
alte natiuni, fara cautand castig” (Nisa, iunie, 1842), 

„lazzaronii sunt trocarii napoletani. Daca nu stii ce-s trocarii intreaba un brasovean si- 
ti va spune, apoi, mutatis mutandis, lazzarone si trocariu e una si aceeasi vita de oameni (...)” 
(Neapole, august, 1842), 

„ti-as mai scrie despre Germania, ca multe-mi plac ale eastei tari, dara oamenii, cu cate 
calitati bune au, se stiu face si de ras si de ura. Asa, spre esemplu, die deutsche Ehrlichkeit 
(probitatea germana, n.a.) pre care calaresc nemtii, nu e virtutea de care m-as li putut convinge 
in viata practica, caci in Germania, ca si aiure, toti cu cari ai treaba se silesc a te beli cum pot 
mai bine, si ospitalitatea, acasa la toate popoarele barbare, sa nu o cauti in easta tara. (...) Afara 
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de acestea, germanii sunt invatati de spariat, dara numai dupa ideea lor infailibili in stiinte” 
(Francofurt pre Mein, ianuar 1843), 

cenzura tarista in Rusia nu era nici pe departe atat de drastica pe cat era vama franceza 
(vezi supra): „cartile netiparite in Rusia nu ni se confiscara, ci sigilate in pachet pre apromisiune 
de onoare ni se inmanara, spre a le supune cenzurei in Petrupole, care apoi intr-un minut le 
dichiara libere”, „in Rusia e mai multa toleranta religioasa ca in toata cealalta Europa si aceasta 
e meritul tarilor”, „muscalii in genere sunt oameni cu anima buna, foarte prevenitori catre 
straini, si se straduiesc ca acestora sa deie cat de buna ideie (sic!) despre tara si gintea lor, de 
comun mai rau faimate, decat in adevar rele” (Santu Petrupole, prier 1843), 

„Anglia e mama libertatii politice si ca sa si-o pastreze poseda mai multe nai de rezbel 
ca Francia de comert, apoi cate alte iperbolii chiar dupa debila mea judecata” (Londin, 
septembrie 1840), 

francul „se vede ca e de un sange cu noi”, „se intereseaza de tine, indata te intreaba 
despre institutiunile patriei tale, caci el este preste toate politic sau, si daca nu e, crede a fi” 
(Nicea provinciale, iunie 1848), 

„cu spleenul anglilor are Elvetia noroc, caci acesta-i face sa cerceteze frumusetile 
naturali, altmintre [elvetienii, n.n.] ar trai ca vai de ei in vizuinele Alpilor” (Thun in Elvetia, 
august 1843) etc. 

Codru Dragusanu este constient de faptul ca in Transilvania, spre exemplu, populatia 
romaneasca era lipsita de drepturi politice egale cu cele ale maghiarilor si germanilor, spre 
deosebire de „natiunile genetice” ale Elvetiei, germani, franci si italiani. Concluzia pe care o 
trage in ultima epistola, semnata Paris, septembrie 1844, dar publicata in 1879, despre 
atitudinea popoarelor Europei fata de romani arata admiratia neconditionata catre Franta, 
recunostinta catre ajutorul ei contemporan si speranta ca acesta va continua si in viitor, pe de o 
parte, si rezerva in privinta suportului din partea celorlalte natiuni europene: „anglul ne iubeste 
ca sa-i cumparam fabricatele (...), gennanul ar dori sa-i dam loc de colonie pretotindeni cu 
privilegii (...). Ispanul, bine c-a decazut, ne cauta preste umar, si asa oricaruia, pentru ca nu 
poarta ca dansul saptesprezece nume de familie (...). Nu e multa speranta in italian, de nu cumva 
lui insusi ii vine cineva in ajutor. Polonii, un popor cavaleresc, niciodata nu se vor radica, insa 
nici prea merita, caci, ca si maghiarii nostri, dupa musulmani sunt poporul cel mai egemonic 
din lume. O singura ginte in lume cere si merita stima si gratitudinea noastra: natiunea 
franceza”. In ciuda aparentelor, concluzia lui Codru Dragusanu nu este nici incrancenata si nici 
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resentimentara: este firesc ca englezii sa-si vada, inainte de toate, propriile interese, este firesc, 
de asemenea, ca gennanii, ei insisi foarte divizati („gemianii sunt 40 de miliuni, dar au si 40 
de imparati cu mic cu mare si asa intre dansii e mai multa diferenta ca intre natiuni diferite”, 
Baden-Baden, iulie, 1840), sa-si continue politica colonizatoare, cu bunele si cu relele ei 8 , 
spaniolii sunt prea departe si, in consecinta, dezinteresati in genere de ce se intampla nu numai 
cu noi, ci si cu altii aflati in preajma, iar italienii sunt un dezarmat si dezarmant popor care 
„busguie de artisti” si care traieste din reminiscentele istorice, artistice si culturale ale unui 
trecut mult prea indepartat. 

Respectul autorului fata de ceilalti este vizibil si in aprecierile sale asupra limbilor 
europene, de care avea cunostinta, prin autoeducatie si experience personale, mai mare sau mai 
mica. Astfel, elogiul sau se indreapta, in mod firesc, spre limba franceza: „nice poate fi in lume 
limba mai limbuta ca cea franca. Despre lucrurile cele mai puerile poti sa te esprimi cu gratie, 
cu dulceata, cu exactitate si importanta, ca cum ai tracta despre soartea natiunilor. (...) Limba 
franca n-are spresiuni injurioase, ci e cu totul estetica (...), apoi, cand intr-o limba poti esprima 
tot ce voiesti, ba inca cu rara eleganta, aceea e, fireste, destul de avuta” (Parisi, august, 1840). 
Despre limba engleza, pe care se pare ca o cunostea mai putin decat franceza, gennana, italiana 
sau maghiara, limbi cu care romana avea legaturi atat genetice, cat si de ordin administrativ, 
are impresia ca „n-are sunuri placute, cu care suntem dedati in limbile continentale, sau ca 
noutatea ne-o infatoseaza asa”. Asistand la o opera in limba engleza, comenteaza depreciativ 
melodicitatea acesteia sau, mai bine zis, lipsa ei de armonie: „nu-mi placu cantul de loc, caci- 
mi zgaria urechile, atate sire de vorbe monosilabe. Se zice ca brevietatea vorbelor angle e 
acomodata pentru comanda nautica (...). Crez, dara pentru cantec nu si-o vor acomoda 
nicecand, armonia cere vocali sonori, limpezi, nu inghitite si stranutate, ca in limba lor” 
(Londin, septembrie, 1840). Prin comparatie, implicita, apreciaza specilicitatca engleza printr- 
o expresie franceza: „tot ce e simplu si elegante a I'anglaise, adeca pre gust anglic” (ibidem), 
in context, nu se abtine sa aminteasca una dintre realitatile binecunoscute ale epocii, respectiv 
frantuzismul lingvistic predominant mai ales in societatea munteneasca de salon. 

Este momentul sa fie amintita asteptata si fireasca implicare a lui Ion Codru Dragusanu 
in modemizarea limbii romane, in contextul unei perioade de schimbari si reconfigurari 
structurale marcate, pe de o parte, de valorificarea traditiei lingvistice mostenite si, pe de alta 


8 Un model german demn de urmat in privinta invatamantului este in Transilvania, unde multiplele confesiuni au 
organizat numeroase colegii. 
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parte, de orientarea spre sursele modeme de imbogStire lexicalS, cu scopul constant de 
desprindere de cultura orientals si de ancorare in cea occidentals latinS si romanicS. Alegem, 
spre exemplificare, descrierea componentelor unei nave fluviale: „Partea den ante, numitS 
rostru (cioc), italieneste prova, poartS un stindard [din it. stendardo], partea dinapoi, numita 
pupa [din fr. poupe ], e mai tampS ca cea den ante, si aici e gubernaculul sau carma nSiei, un fel 
de pragma lungS, ce pilotul [din fr. pilot] sau carmaciul nu o lasS den manS (...). ToatS naia are 
cateva salune [din fr. salon, it. salone] bine mobilate si prevSzute cu cele de lipsS pentru 
cSIStori, apoi nescarii cSmSrate mici, numite cabine [din fr. cabine, it. cabina ], pentru oamenii 
mai alesi, in fine, puntea deasupra, numita in genere bord [din fr. bord, germ. Bord], 
incongiuratS de galerii sau gardeni, ca sS nu cadS cineva in apS. Suirea in naie se chiamS 
imbarcare, descinderea - desbarcare si cSIStoria pe apa naigatiune [din fr. 
fr. navigation, lat. navigatio, -onis, it. navigazione ]. Naia e prevSzutS cu personale [din fr. 
personnel, germ. Personalfe], it. personale] ce se chiama echipagiu [din fr. equipage, it. 
equipaggio]. Conductoriul naiei e cSpitanul subt ale cSrai ordine stS pilotul, economul, 
mecanistii, mai multi servitori numiti matrozi si invStScei ce se zic musi” (Bucuresti, mai, 
1839). Dintr-o altS epistolS (Bucuresti, mart 1840), descoperim, in sens invers, modul in care, 
considera autorul, „romanii si-au zorzonat limba, neavand pic de filolog” (este vorba de 
terminologia rangurilor militare): „Rangul minim, de corporar sau ductor se chiamS 
unteroficeriu (germaneste); 2. serginte, sau maistru de veghe - feldwebel (germaneste); 3. 
stegari sau sublocotininte - praporscik (ruseste); 4. centurion sau lecutieninte - poruscik 
(ruseste); 5. cSpitan; 6. major (nemerite); 7. prefect sau colonel - polcovnic (muscSleste); 8. 
generar - spatar (greceste). Tot asa se zice la duct - tug, la companie - roata, la regement sau 
legiune - pole, apoi cati alti barbarismi, cum: in loc de pretor sau stat-major - stab, in loc de 
gamiziune - diviziune: garnizon, divizion, si altele, dupS muscali, cari, de la Petra cel Mare 
panS azi, incS sustine (sic!) denumirile germane, las cS si germanii cele firance. DarS apoi francii 
cel putin sunt pSrintii artei militare!” Este evidentS, din prezentarea acestor corespondente 
sinonimice, preferinta autoralui spre tennenii imprumutati din limbile romanice, in defavoarea 
celor germani sau slavi. 

Concluziile care se pot desprinde din aceastS trecere in revistS comparativS a 
institutiilor, politicilor, obiceiurilor, traditiilor istorice si culturale ale tSrilor europene prin care 
Codru DrSgusanu a cSIStorit, si, implicit a atitudinii si mentalitStii locuitorilor acestora, ca si a 
perceptiei avute de cStre strSini asupra lor, sunt urmStoarele: 
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la jumatatea secolului al XlX-lea, un tanar transilvan, de conditie medie, a reusit sa se 
autoeduce si, cu acest singur si fundamental argument, sa calatoreasca in multe tari ale Europei, 
din Franta pana in Rusia; 

tanarul peregrin si-a asumat apartenenta la un spatiu cultural mixt si si-a folosit, cu mult 
spirit practic, in diverse imprejurari, atuurile pentru a avea succes in viata: calitatea sa de 
oriental insolit in compania femeilor de curte, pentru a le intra in gratii si pentru a profita in 
consecinta, calitatea de maghiar, June literat ungur, cunoscand cu perfectiune limbile: 
gennana, franca, italiana, apoi binisor angla, neogreaca si rusa, den altele espert etc.” (Santu 
Petrupole, prier, 1843) pentru a se angaja in slujba unui principe, originea transilvana la un 
pahar de vin cu confrati maghiari etc.; 

drumurile europene incepeau sa fie, asadar, deschise tuturor celor care aveau curajul sa 
le incerce; 

relatiile intre statele si oamenii momentului sunt prezentate sub auspiciile traditiei si 
modemitatii: era, astfel, dominanta rivalitatea istorica franco-engleza in toate domeniile si la 
toate nivelurile, incepea sa fie valorificata, la scara mai mare, istoria in scopuri comerciale, 
burghezia incepea, din ce in ce mai accentuat, sa se intoarca spre sine, sa intemeieze si sa 
frecventeze, treptat, statiunile turistice, continua epoca marilor descoperiri tehnologice, era 
perioada de modernizare institutionala structurala (politica, educationala, bancara, turistica, 
religioasa, juridico-administrativa etc.) pe care au cunoscut-o, mai mult sau mai putin in 
continuitate, majoritatea statelor europene, se manifesta din plin o miscare de mare 
efervescenta culturala etc. 

Multiculturalitatea prezenta in titlul acestei contributii rezida, astfel, atat din 
prezentarea interna si directa a unei/unor realitati europene in prag de trecere spre modernitate, 
caracterizata atat de asemanari, cat si de diferente, cat si din reflectarea unui autor-personaj 
care si-a imbogatit, cu tenacitate, experienta lingvistica si culturala si care a inteles spiritul 
vremurilor in care a trait si a experimental. 
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GORGON'S HARDENING 
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Assoc. Prof., PhD, State University of Moldova, Chisinau 


Abstract: Being approached differently, the discussion of “feminine imaginary” is centered mainly on 
emotion. In this context, in the article, we will consider two archetypal sources which are essential in 
the approaching the specificity of feminine self. In the ancient optics a perspective attracts the 
tenderness by the image of Eurydice, the nymph loved dearly by Orpheus, who experienced the beauty 
of requited love, but who was poisoned in a harmful environment. The feminine appears stored in the 
poetical theme of memories, deceptions, and the past which closed the door. Namely this optics of 
Eurydice is manifested in the feminine lyrics. The feminine lyrical poetry experiences acutely the 
feelings of trying to follow her lover in the social labyrinth. 

The other source is the one of beautiful Gorgon: she was seduced by deities, after what her rich hair 
was transformed in snakes, and her gaze got the power of petrification, finally she became a feminine 
monster. This monstrosity conditioned by misunderstanding and lack of appreciation - determines the 
antithesis of poetry according to Eurydice's format. Medusa Gorgon is thundering, having a direct self 
in the given poem. Thus, the archetype includes the perspectives of destructive femininity. 

Both perspectives consider love as the dominant feature: in the first case - it has the reciprocity of 
feelings which determines also the convivial addiction; the second case - the indifference conquers 
everything. 

Keywords: archetype, imaginary, myth, Gorgon, Eurydice, lyrics. 


L’imaginaire constitute une revelation de l’interieur, ou la raison se rencontre avec 
demotion. La concurrence et la collaboration entre ceux-ci ferment de divers contextes. Tant 
de l’optique des sensations, comme de celle notionnelle est difficile a insister sur l’axe de 
l’imaginaire feminin versus l’imaginaire masculin. Les deux sont des proportions qui se 
devoilent reciproquement ou planent parfois les memes mots, et cependant des differences 
physiologiques, a cedes accentuees par Freud, revigorees par Lacan, disseminees des etudes 
sociaux, l’article se concentre sur l’imaginaire feminin repris de l’onde de l’empathie et des 
auteurs-hommes. 
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Tentes des etudes d’Umberto Eco, qui par des terminologies et des visions 
d’interpretation a inclus aussi ses propres textes en interpretation (a voir: Eco: 1997), se 
valorisant devant le lecteur vise ou non-avise de l’optique d’une possible interpretation, nous 
avons procede a la valorisation des propres textes. La relation de sujet et d’objet apparait dans 
la double facette du miroir, ou d’une part on devoile les elements artistiques et d’autre facette 
se remarque 1’interpretation scientifiquc soit par le prisme dichotomique: recepteur et 
reception, signe et signification, image et contenu etc. Bien sur que la possibility de laisser la 
figuration en paravent lui offre une liberte du lecteur, cependant la volonte de 1’auteur de 
perseverer a une propre interpretation constitue une modalite d’inviter dans son laboratoire de 
creation, ainsi comine l’a fait Edgar Alain Poe dans Particle The Philosophy of Composition 
(.Philosophie de la composition). Les etapes de la creation du poeme Corbul {Le corbeau) sont 
devoilees dans cet etude tant par les criteres de la beaute sonore de P ideal artistique ainsi 
comine la connexion entre le plaisir de motiver le lecteur par P atmosphere du mystere et de 
devoiler l’habilite artistique. 

II est a mentionner qu’une imposition interpretative est propre aussi a Pecrivain Emilian 
Galaicu-Paun. A la fin du livre Poezie de dupa Poezie {Poesie apres poesie ) il reproduit le 
journal d’ecriture - de pensee de son poeme Vac a {La vache ), qui se realise avec le but de 
separer le temps propre creatif du temps empirique du lecteur culte, qui se propose a toucher 
P affirmation de Durrell: „Ecrire un poeme c’est comine on essayerait attraper un lezard sans 
lui rompre la queue”. La discussion virtuelle entre les citations de divers auteurs continue dans 
les pages de ce journal de creation (A voir: Galaicu-Paun: 1999, p. 261-278). 

Certenement que son interpretation dirige le lecteur, le surveille pas seulement par les 
elements artistiques du texte. C’est aussi une invitation d’entrer dans la texture du propre texte. 
II semble de lui inviter a etre partie de sa creation. Avec tous les plus (l’invitation dans son 
propre laboratoire, P identification des problemes qui ne sont pas releves toujours pendant la 
lecture, l’accentuation du dialogue entre Pecrivain - l’oeuvre - le lecteur) dans le cercueil de la 
comprehension, la possible polemique entre le sens de Pauteur et celui du lecteur et les 
desavantages (oppression de Popinion du lecteur, ouverture de Pinterpretation de Pecrivain 
pourraient generer de meme la cloture de certaines interpretations, la reduction ou le 
resserrement du sens par rapport au temps social dans lequel a vecu Pecrivain), j’ai considere 
que la prerogative d’investiguer est superieure a celle de la nier en plan passif. Tenant compte 
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de deux hypostases vu qu’une interpretation antithetique pourrait permettre une autre 
dimension de propres textes lyriques. 

La discussion «La lyrique feminine» se concentre sur l'emotion traitee differemment. 
Je ferai reference a deux sources archetypales, que nous considerons cornme essentielles 
lorsque nous approchons le specifique de l’ego feminin. Dans l’optique ancienne une 
perspective attire la tendresse de Limage de l’Eurydice, la nymphe de laquelle etait amoureux 
l’Orphee, qui connait la beaute de l’amour mutuel, mais qui meurt empoisonnee dans une 
circonstance malheureuse; une autre est celle de la belle Gorgone, qui s’est laissee seduite par 
les dieux et puis ses cheveux riches se transforment en serpents et le regard obtient la force de 
la petrification, en consequence se transforme dans un monstre feminin (parmi d’autres, les 
Grecs incluaient aussi parmi ces monstres d'origine feminine le Sphinx et la sirene). 
L'archetype comprend les perspectives de la feminite detruisante. Selon quelques variantes, 
Gorgone etait une belle jeune fille, punie par Athenes, qui fa surpris pendant l’amour avec 
Poseidon. La deesse l’a maudit qu’elle soit laide. 

Eurydice connait Leternite poetique par le chant triste de l’Orphee, qui faisait plaindre 
meme a Hades, seigneur du monde des morts. Sa mort sombre et eclaire la creation artistique 
qui releve comme sources d'inspiration la tristesse, la douleur, la separation eternelle bee a un 
amour mutuel. Son image signifie le symbole de l’inspiration feminine: qui n’agit pas, mais 
determine a agir, qui vit seulement la jeunesse physique, emotive, sublime. II existe de 
nombreux ouvrages dans lesquels le personnage masculin devient conscient du grand amour 
seulement apres la mort de la femme: Othello et Desdemone a Shakespeare, a Lermontov le 
personnage de la Mascarade ou le Bal masque, en Aleph Borges commence avec le 
conditionnement des recherches avec la mort de sa femme. Le feminin apparait conserve dans 
le monde des souvenirs, des deceptions, du passe dont la porte s’est fermee. Exactement cette 
opinion d’Eurydice se manifeste dans la lyrique feminine: „Trop rarement / mais on peut / voir 
l’autre face de la Lune / cachee de l’oeil terrestre / Tout a fait rarement / Mais parfois c’est 
possible / d’embrasser / des rayons du soleil / Et meme si en hiver / II gele / les etoiles 
fleurissent / seulement pour ceux qui voient le ciel / La lune change son apparence / seulement 
pour les amoureux / II pleut seulement pour les affectueux / Les branches grincent seulement 
pour les craintifs / II neige ... seulement pour les enfants / Et seulement la vie est pour chacun” 
{Rarement). 
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La poesie lyrique feminine vit de maniere aigue des sentiments d’essayer de marcher 
sur les traces de son bien-aimee dans le labyrinthe sociale. La confiance parfois trop grande, la 
mise sur son intelligence et l’inconfort de la disillusion lorsque est verifiee est ressentie dans 
l’actualite. Peut-etre le retour de l’idee du mythe a d’autres connotations qu’en present. Pour 
le present le retour est la tendance des homines d’essayer l’amour de la femme, et pas de le 
garder. Le jeu impose par Hades est dur, mais transposee vitalement, ainsi coinme 
l’existentialiste de Camus a apporte a Sisyphe dans le monde des travailleurs, aussi Eurydice 
dans la perspective de la famille, les obligations domestiques et le travail, n’a pas des forces 
d'etre justifiee par le controle du regard. Elle necessite l’epaule de l’appui, le dos ne signifie 
pas de separation, dans ce cas-ci le dos de l’Orphee signifie de confiance. On remarque aussi 
la tendance de voder la femme dans son esprit selenien: l'homme constitue la franchise, la 
femme - l’esprit diplomatique qui donne la commodite d'etre ensemble. Mais la 
comprehension est necessaire pour les deux. Meme si ils la percoivcnt differemment. La poesie 
feminine de l’optique de cette image concentre le mystere de la paupiere d’Eurydice. Les mots 
ont le pouvoir du silence, sont encodes, les images sont allegoriques, est la poesie qui 
enveloppe la douleur, la mort, la separation. La poesie Les etoiles pleurent tend vers la lumiere, 
mais se perd dans l’obscurite: 

„Les etoiles pleurent 

Leurs larmes chantent dansant dans la chute 
Dans la vaste clepsydre 

Ou f instant se prend pour le nombril du monde. 

Les etoiles pleurent, 

S’inclinent devant la vie 
- arbre d’olive - 
En baisant sa racine, 

Elies viennent pour 1’admirer 

Les etoiles apparaissent / disparaissent 

La vie est unique” 

C’est une poesie qui revele l'importance de l'homme dans la vie d’une femme, mais qui 
jamais ne reconnait ?a directement. C’est la poesie qui provoque, suggere, aigue, dramatise, 
espere. 
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Eurydice transcende les echecs de l’homme dans son ame. Elle est celle qui Parmi les 
vagues depose par l’ombre ses difficultes, s’assume a elle-meme / cumule les douleurs, les 
angoisses, les tristesses, pour le regard en avant d’Orphee : „Je sens / Comment tu penses en 
siecles / Je sens / Comment tu me respires en espaces / Je sens / Comment tu me touches par le 
son / Je sens / Comment tu me crees des ondes / Je sens!”. Elle devient sa culpabilite, la 
culpabilite de ne la proteger pas jusqu’a la fin (final) - on sait que l’Orphee pouvait trader a 
travers la musique, respectivement il avait des capacites de la sauver de l’empoisonnement, 
mais la perd aussi la deuxieme fois au moment du retour de son regard, la seule condition pour 
la sortir du monde des morts et de la ramener a la vie. Le trait d’Eurydice de n’etre pas directe 
offre la chance a son trait direct (elle provoque Orphee a agir), son silence pour sa chanson est 
son ombre pour sa lumiere. 

Un autre type de poesie revele l'esprit de Gorgone - la beaute qui a souffert beaucoup. 
Cette monstruosite conditionnee par non-entente, non-appreciation - determine l’antithese de 
la poesie selon le format Eurydice. La Meduse Gorgone explose, dans cede poesie l’ego lyrique 
est direct: 

„ Avec le rimmel de mes cils 
je dessinerais sur ton corps 
le ciel etoile 

Avec mon rouge a levres 

je creerais un crepuscule / ou peut-etre 

un lever de soleil 

qui f embrasserais (enflammer) 

tu deviendrais plus suspect 

que le carre de ... (Malevitch) 

Tu aurais ton soleil 
Du contour de mes levres 
et les rayons seraient la caresse 
dont tu reves” 

(. Peinture ) 

Les emotions sont phenomenaux, elles ne sont pas cachees, touchant jusqu’a la 
destruction. La haine, le mepris, le sarcasme sont propres a ce type de poesie. La vie a laisse 
son empreinte, l’hideux explose. L'amour qui connait malediction transforme l’interieur de la 
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femme, qui, selon Interpretation antique, connait la beaute primordiale. La force de la 
petrification vient comme un symbole des sentiments qui ont ete jetes a vue de tous, cette 
extraversion de l’ego feminin fait que son cri soit demonique, un tsunami qui detruit tout dans 
son chemin. Mais cette egalite n’est pas identique. La petrification par le regard montre la 
force feminine dans la lutte avec ses propres angoisses, et aussi d'autres, qui les superpose a 
son propre etre: 

„ Ton desir 

Envahit (penetre) mes pensees 

Mon indifference 

Ne concorde pas avec tes intentions 

Ton regard 

Se reflete dans mes yeux 

Ma parole est en antithese avec 

ton interpretation 

La volupte de mon sourire 

est unique 

- T admiration pour ce tango a toi” 

{Ton desir) 

Par rapport a TEurydice elle ne suit pas un seul homme, elle se sent forte pour defier 
les lois au sens de tenter beaucoup de gens a voir. L’horreur qui broie son ame le fait digerer a 
tous avec son regard, independamment de l’age, de forigine, de sexe. L’esprit rebelle comprend 
la dynamique du mot a volume maximum d’hertz, avec des images en couleurs qui hypnotisent 
dans un jeu de fils de laser. Ce qui coupe le vif, qui sort Teternelle de chaque personne la 
petrifiant, elle, dynamique rend les autres statiques. C’est la reaction au sarcasme, a l’ironie. Le 
malaise est inevitable pendant ces lectures: „Reves-tu me rencontrer / Voudrais-tu que je f aime 
/ Mais tu reconnais: / As-tu peur de souffrir? / Que pourrais-je te dire? / Tu m’amuses - / Tu 
demandes de la surete dans Tamour! / Tu ne veux pas avoir des emotions negatives / La peur 
te trahit: / Tu pretend aimer / Mais a quoi bon souffrir? / Calme-toi, Tamour peut encore 
attendre... / Sois heureux: / Eros a ramasse ses fleches dans son carquois / Et fa laisse seulement 
Tidee” (L ’ordre sentimentale). 

Robert Graves analysant le parcours de ce mythe lui determine comme a fun de la lutte 
entre la societe matriarcale et celle patriarcale. Les priorites de la conduction sont mises en 


668 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


evidence aussi par les societes feminines des temps anciens qui voulaient se reunir excluant la 
presence de tout homme. En cosmogonie, la lune pleine est designee par les orphiques la tete 
de la Gorgone (voir: Graves: 1958). 

La petrification a Noica contient la verve de l’automatisation. Ainsi, les relations II- 
Elle, le philosophe dit: «I1, celui qui contemple, sait, comprend - n’agit pas du tout. II n’a pas 
qu’une arme, qu’il utilise seulement au debut: le retard ou le refus. Une fois pris d’amour 
devient un automate. Elle seule est vraiment vivante » (Noica 2013, p. 74). 

Le moment admiratif il l’a vecu il l’envoyant, le multipliant a tous, le modeleur et 
l’artiste Gianni Versace (1949-1997). L’image de la Meduse Gorgone devient le logo souhaite. 
Deja a Baudelaire nous observons que la petrification du regard constitue la force de l’amour 
semblable a un eclair de l’essence humaine. Il est le beau possessif qui subjugue, attire, domine. 
L’hypnose de l’artiste transcende dans la perception de la realite de l’optique de l'espace 
onirique de ses propres idees. Ce reseau de [’imagination capture aussi les lecteurs, au moins 
lors de la lecture, mais l’admiration pourrait continuer aussi apres cela. 

Dans ce contexte, il reste une indifference qui implique ou qui se cree des aspirations 
des gens d’art. Pourquoi nous avons fait cette correspondance? Ainsi comme Versace imprime 
la tete avec des forces petrifiantes sur tout qu’il considere comme essentiel: porte, pavement, 
vetements, accessoires, ainsi la poesie qui prend un ego feminin qui delibere, a son attraction 
inepuisable. 

Il est difficile a deviner si le heros Persee a ete attire de Gorgone, mais c’est sur que 
faisant sa decapitation, il assiste a la naissance de l’aile Pegasus et du geant avec epee d'or 
Chrysaor. Dans cette embuscade ontologique nous percevons une coagulation entre le vol et la 
souffrance. Le symbole de ['inspiration est le cheval aile Pegasus, ludique et inquiet - une 
expression de la liberte artistique vient quand il veut et a qui veut, alors l’origine de l’inspiration, 
avec sa force exaltante, eclate de la douleur, de la deception, de la mort, de l’amour rejete, 
personne endurcie qui cache tous ses sentiments, endurcissant les autres. 

En conclusion, Eurydice est celle qui enchante, tend a la vie, mais se trouve dans 
l'ombre, leurs permettant se manifester a d'autres, elle conservera la feminite comme source 
d'inspiration. La Meduse Gorgone est celle qui nie l'emotion, parce qu’elle a vecu la 
desillusion, a souffert le desespoir total, elle connait l’automatisme de la petrification. La 
methodologie lui permet de jouer avec les corps, qu'elle voit comme une liberation est le grand 
mal - la dependance. Dans les deux optiques l’amour est un dominant: dans la premiere - 
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detient la reciprocity des sentiments, qui determinent aussi la dependance conviviale; dans la 
seconde - 1’indifference vainc tout. 
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THE PARADOX OF PARODY: “AMONG (SCHOOL) CHILDREN ” 


Dragos Avadanei 
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Abstract: The two texts that are discussed together in this paper are ‘Among School Children ” (1928) 
by William Butler Yeats and “Among Children ” (1991) by Philip Levine. While the problem of whether 
the latter is a typical parody of the former is viewed as secondary in importance (spoof send-up, 
pastiche, imitation proper, squib... are other alternative concepts), the main focus is on how the same 
type of quest (incidentally, any school is part of a journey toward knowledge) results in completely 
different views on the relationship between poet and his “object’’ (an experience in one case, an 
experience and another poem in the other); and this is given by the great differences between the two 
authors and their respective cultural backgrounds. 

Keywords: Yeats, parody, quest, modernism/postmodernism, Levine, paradox 


In 1928, at the age of sixty-three, Yeats (a member of the aristocratic Anglo-Irish 
minority of Ireland) published his—arguably—best volume of poetry The Tower , including 
the often anthologized “Among School Children”; born in 1928, the American poet Philip 
Levine (of Russian-Jewish descent and working-class background), at sixty-three, i.e. in 1991, 
published his collection What Work Is , including his “American response to Yeats’ 
poem”(Alix Wilber)—“Among Children.” With his spiritualist, theosophical-mystical-occult 
and astrological inclinations and experiences, Yeats would have seen some mysterious 
workings of fate or destiny in these coincidences. Whatever the case, the two poems can be 
regarded in their intertextual co-existence in English, whether the second be considered a 
parody of the older poem or anything of the kind; by which we mean that it might be a spoof, 
a send-up, a lampoon, a squib, a hoax, a burlesque, a pastiche, a take-off..., and this requires 
some clarification, i.e. discrimination among synonyms. 

Parody is the generic term (Gk. para =beside, counter, against + oide =song, i.e. a 
counter-song) that covers such famous examples (very often more famous than the originals 
they imitate) as Cervantes’ Don Quixote , Samuel Butler’s Hudibras, Jonathan Swift’s 
Gulliver’s Travels and A Tale of a Tub , Henry Fielding’s Shamela , Alexander Pope’s The 
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Rape of the Lock and The Dunciad, Jane Austen’s Northanger Abbey ,..; in the twentieth- 
century, and especially in postmodernism, it came to be a central artistic device (with such an 
extreme example as Borges’ 1939 parody of a parody in “Pierre Menard, Author of Don 
Quixote”), so that Mikhail Ba kh tin could regard parody as a natural development in the life 
cycle of any genre (one cannot help wondering about what follows next). 

The basic connotations are those of imitation and oblique commentary, but also 
polemical allusiveness, as well as irony, ridicule, trivialization or mockery and satire (though 
a great parodist, Vladimir Nabokov, thought that “satire is a lesson, parody is a game”). In 
other words, parody is by no means necessarily satirical, and it can be done with respect and 
appreciation of the subject (author, work, genre, period) involved, without being a heedless 
sarcastic attack; while exposing the tricks of manner (mannerisms) and thought of the original, 
parody cannot be written without a thorough appreciation, without a complex understanding 
that comes from painstaking imitation. As a result, again, it may not include ridicule or comic 
effect (Levine’s poem), and there is also something like a blank parody ( Rosencrantz and 
Guildenstei ii Are Dead , Tom Stoppard’s 1966 absurdist play), where the more recent creative 
effort (Joyce’s Ulysses or Eliot’s The Waste Land are other examples) is simple 
recontextualization, re-writing from a different perspective. Consequently, it is closest to 
pastiche (imitation or fragments from the original sources), or take-off (good-natured, mild 
satirical departure) , leaving the coarse humour and the scurrilous attack to the lampoon and 
pasquinade or squib, the practical joke type of deception for the spoof, the grotesque low 
comedy for the burlesque, distortion and absurdity for caricature or travesty. 

The next obvious question refers to the relationship between the two (or several) 
authors; and, not only in view of the two texts we have in mind, one could not imagine two 
poets—or personalities—that are more different from one another than Yeats and Levine; so, 
while there may be no real surprise in one of them parodying the other, the slant perspective in 
the second is more like an invitation for us to see what could have been parodiable (we may 
have just invented a word here) in the former; and this is the implicit (now explicit) purpose of 
this paper. 

William Butler Yeats (1865-1939), son of painter, philosopher and orator John Butler 
Yeats, showed an early interest in mysticism, spiritualism, astrology and the occult on one 
hand, and Irish folklore on the other, both of which influenced deeply his literary activity. He 
was gradually going to develop out of them a personal symbology (the rose, the cross/rood, the 
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lily, the star, the swan, two trees, the tower, a winding stair, the interlocking gyres...) in which 
critics also found such diverse roots as those of French symbolism, Edmund Spenser, Percy 
Bysshe Shelley, William Blake, the Pre-Raphaelites and Emanuel Swedenborg (plus that of the 
Japanese Noh theatre in his plays). A permanent presence in his poetry was also that of Irish 
beauty and nationalist Maud Gonne, whom he met in 1889 (when “the troubling of my life 
began”) and with whom he developed a life-long obsessive infatuation (he proposed to her— 
and was rejected each time—in 1891, 1899, 1900, 1901 and 1916, this time after the death of 
her husband, Major John MacBride). 

Yeats’ ample and diverse literary work, for which he was awarded the Nobel Prize in 
Literature in 1923, after which, untypically, he produced his major contributions, includes The 
Wanderings of Qisin (1889) and the essays in The Celtic Twilight (1893), followed by the 
poems in The Wind Among the Reeds —1899, The Green Helmet —1910, Responsibilities — 
1914, The Wild Swans at Coole —1917, The Tower —1928, The Winding Stair —1929, New 
Poems —1938j_and Last Poems —1939, his symbolic cyclical theory of history in A Vision — 
1925, the 1938 Autobiographies of William Butler Yeats , and such plays (he was part of the 
Irish Renaissance connected with the revival of the Abbey Theatre in Dublin, together with 
Lady Gregory, J. M. Synge, George Russell...) as The Countess Cathleen , Kathleen ni 
Houlihan , Deirdre , On Baile’s Strand , The Words upon the Window Pane , At the Hawk’s Well 
(he had met and befriended Ezra Pound, who introduced him to Par Eastern traditions in theatre 
and poetry)... 

For the sake of a later comparison/contrast with Levine, here are some of his best 
(known) poems: “Wisdom,” “Byzantium” and “Sailing to Byzantium,” “Leda and the Swan,” 
“No Second Troy,” “Oedipus at Colonus,” “The Wild Swans at Coole,” “The Tower,” “The 
Winding Stair,” “Adam’s Curse,” “The Second Coming,” and, for the theme we are interested 
in here, “Quarrel in Old Age,” “When You Are Old,” “A Man Young and Old”... and “Among 
School Children”: 

I walk through the long schoolroom questioning; 

A kind old nun in a white hood replies; 

The children learn to cipher and to sing, 

To study reading-books and history, 

To cut and sew, be neat in everything 
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In the best modern way—the children’s eyes 
In momentary wonder stare upon 
A sixty-year-old smiling public man. 

II 

I dream of a Ledaean body, bent 
Above a sinking fire, a tale that she 
Told of a harsh reproof, or trivial event 
That changed some childish day to tragedy— 
Told, and it seemed that our two natures blent 
Into a sphere from youthful sympathy, 

Or else, to alter Plato’s parable, 

Into the yolk and white of the one shell. 

III 

And thinking of that fit of grief or rage 
I look upon one child or t’other there 
And wonder if she stood so at that age— 

For even daughters of the swan can share 
Something of every paddler’s heritage— 

And had that colour upon cheek or hair, 

And thereupon my heart is driven wild: 

She stands before me as a living child. 

IV 

Her present image floats into the mind— 

Did Quatrocento finger fashion it 
Hollow of cheek as if it drank the wind 
And took a mess of shadows for its meat? 
And I though never of a Ledaean ki nd 
Had pretty plumage once—enough of that, 
Better to smile on all that smile, and show 
There is a comfortable kind of old scarecrow. 
V 

What youthful mother, a shape upon her lap 
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Honey of generation had betrayed, 

And that must sleep, shriek, struggle to escape 
As recollection or the drug decide, 

Would think her son, did she but see that shape 
With sixty or more winters on his head, 

A compensation for the pang of his birth, 

Or the uncertainty of his setting forth? 

VI 

Plato thought nature but a spume that plays 
Upon a ghostly paradigm of things; 

Solider Aristotle played the taws 
Upon the bottom of a king of kings; 
World-famous golden-thighed Pythagoras 
Fingered upon a fiddle-stick or strings 
What a star sang and careless Muses heard: 

Old clothes upon old sticks to scare a bird. 

VII 

Both nuns and mothers worship images, 

But those that candles light are not as those 
That animate a mother’s reveries, 

But keep a marble or a bronze repose. 

And yet they too break hearts—O Presences 
That passion, piety or affection knows, 

And that all heavenly glory symbolize— 

O self-bom mockers of man’s enterprise; 

VIII 

Labour is blossoming or dancing where 
The body is not bruised to pleasure soul, 

Nor beauty born out of its own despair, 

Nor blear-eyed wisdom out of midnight oil. 

O chestnut-tree, great-rooted blossomer, 

Are you the leaf, the blossom or the bole? 
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O body swayed to music, O brightening glance, 

How can we know the dancer from the dance? 

Between 1922 and 1928 William Butler Yeats was a member of the Senate of the Irish 
Free State, and, as such, senator Yeats visited a convent school in Waterford in 1926; about 
March 14, 1926 he wrote in his notebook: “Topic for poetry—School Children and the thought 
that life will waste them, perhaps that no possible life can fulfill our dreams or even their 
teacher’s hope. Bring in the old thought that life prepares for what never happens.” (see 
Norton... , p.140) The setting, the topic and the themes/thoughts thus established, the poem 
(eight stanzas of eight lines each, i.e. ottava rima, traditionally suited to and used in epic or 
heroic poetry) gets to be included in his 1928 volume, The Tower , where several poems are 
expressions of Yeats’ keen awareness of old age. 

In “Among School Children” this awareness is explored along a rather complicated 
rhetorical path; the first “I” of the poem’s persona stands for a “sixty-year-old smiling public 
man”; next, the same “I” dreams “of a Ledaean body” (Leda, lover of Zeus, reminds him of 
Maud Gonne) and he remembers Plato’s parable (in the Symposium : humanity was originally 
“doubled” in a spherical shape, but became divided into two and, thus, we are constantly 
seeking our lost unity); only to then—in the third stanza—“look” upon the children and think 
of his obsessive love again; as “her present image floats into the mind,” the “I” finds himself 
confessing that he “had pretty plumage once” and also invoking, in stanza four, someone like 
the Quatrocento figure of Leonardo da Vinci (1452-1519), as well as the Bible (Genesis 25— 
“took a mess of shadows for its meat,” as, in old age, Maud Gonne was very thin, almost 
skeletal); also here is first announced the “scarecrow” theme, but, for the time being, of a 
“comfortable kind.” 

The second half of the poem begins with a shift of perspective from the personal (the 
“I” becomes the “son... with sixty or more winters on his head”) to the universal (the “honey 
of generation” from Neoplatonist philosopher Porphyry, 233-C.304, and his essay on “The Cave 
of Nymphs”—Yeats’ own note), as the “I” disappears and the poet questions the real value of 
life in general; the scarecrow, once introduced, becomes a metaphor for the greatest thinkers 
of European antiquity, Pythagoras, Plato and Aristotle—“old clothes upon old sticks to scare a 
bird”; thus, “golden-thighed” Pythagoras comes from Iamblichus’ Life... to “fiddle” the 
relationship between numbers and the music of the spheres, Plato answers with the world as an 


676 









DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


imitation of the Empiree prototype in his cave allegory, while “solider Aristotle”—Alexander’s 
tutor—sees the world as rather more authentic in a fifth stanza in which the speaker-protagonist 
is completely absent. And also absent he is for the discontented poet in stanza seven where the 
“scarecrow” philosophers are seen as “self-born mockers of man’s enterprise”; finally, as the 
distance grows and the previous “I” becomes “we” in the last line of the last stanza, life and 
death, youth and age, wisdom and despair, creator and creation are all brought together in a 
synthesis where antinomies are resolved; they probably include the school children and the old 
poet, as well as the several strands of his art: the personal, the symbolic, and the historical, as 
the reader comes at the end of an argument that took him from present to past, from the personal 
to the impersonal and universal, from the individual to the collective, from the positive to the 
negative and back. The poet-protagonist himself moves from self-admiration/-applause/- 
commendation, through self-contempt/-deceit/-deprecation/-doubt to self-justification/- 
projection in a poem that seems to contain his life’s lesson (his own “schooling,” i.e. search for 
knowledge). 

Almost obviously (see supra) , our next question refers to what one might view as fit for 
parody in “Among School Children.” First comes to mind an A. E. Housman-like type of 
philosophy (of old age and fear of death, as, one remembers, Housman, a close contemporary, 
published his second volume as Last Poems rather early in his adult life—1922, followed, in 
1936, by More Poems) , brilliantly parodied by friend Ezra Pound: 

Mr. Housman’s Message 

O woe, woe, 

People are born and die, 

We also shall be dead pretty soon. 

Therefore let us act as if we were dead already... 

Another good parody might be based upon the extravagant idea of bringing Pythagoras, 
Plato, and Aristotle to occupy (with their universally quoted ideas) a simple Irish schoolroom 
setting; which, in other poems, is represented by his interest in esoteric and occult knowledge. 
And, thirdly (but certainly not lastly), Yeats’ insistent image of poet (and thinker) as an old 
scarecrow, of whatever kind (he also described himself once as “a wild old wicked man”). 

As a matter of fact, other Yeatsean poems have been parodied (some of them several 
times), among them “Easter 1916,” “Drinking Song,” “The Rose of Peace,” “The Wild Swans 
at Coole,” “The Song of Wandering Aengus,” “The Lake Isle of Innisfree”... Anyone 
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interested in the topic might want to have a look at such books as Leonard Diepeveen’s Mock 
Modernism: An Anthology of Parodies, Travesties, Frauds, 1910-1935 (Toronto, 2013), or 
John Gross’s The Oxford Book of Parodies (2010), or a 48-page booklet by “a Jackdaw in 
Dublin” titled Parodies and Imitations of W. B. Yeats, Bernard Shaw, James Stephens, James 
Joyce, etc . As far as our poem is concerned, of some interest is a ki nd of send-up by Tracy 
Kidder, Among School Children (2008)—an audio-book as well—, where the educationalist 
describes one year in the life of Mrs. Christine Zajac, who teaches fifth grade in a racially 
mixed school in a poor district (like Levine’s) of Holyoke, Massachusetts, where Kidder, to 
write her book, spent nine months among twenty school children and their indomitable, 
compassionate teacher. 

But the parody we are interested in is authored by Philip Levine, a life-long teacher, 
mainly in Fresno, California, but also several periods in Spain and elsewhere, and a poet mainly 
associated with his portraits of working class America, with images of men in overalls, women 
in black smocks and children with heads bowed low in a classroom in fourth grade; among the 
latter, except for “Among Children,” one remembers “Coming of Age in Michigan,” 
“Burning,” “Gin,” “M. Degas Teaches Art and Science at Durfee Intermediate School”... 

Bom in a blue-collar family of post-depression America, Levine is known to have spent 
his early years writing verse between shifts as a Detroit autoworker; such volumes as On the 
Edge (1963) and Not This Pig (1968) made him emblematic as a poet of the gritty despair of 
urban working-class life and the toughness of being a kid in an industrial city; his empathy is 
with “heroes” embodying the thwarted, the dispossessed, the outcast, the failed, the peripheral, 
the despised. Many of his free verse monologues, frequently characterized by a haunting 
lyricism, were often doubled by surreal elements (he translated, among other Hispanic and 
Latin American poets, Pablo Neruda and Cezar Valejo). His activity as a poet was rewarded 
with a Pulitzer Prize (The Simple Truth of 1994), and, at eighty-three, with being appointed 
US Poet Laureate for 2011-2012; What Work Is , amounting to “a hymn of praise for all the 
workers of America,” had received the National Book Award and opened our list of titles for a 
previously announced contrast with Yeats: “What Work Is,” “Night Thoughts over a Weak 
Child,” “Detroit Grease Ship Poem,” “A Sleepless Night,” “An Abandoned Factory,” 
“Bitterness,” “Gangrene,” “The Rat of Faith,” “Wisteria,” “The End of Your Life,” “The 
Dead,” “Premonition at Twilight,” “The Negatives”... 
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Among his poems of anger and indignation, pain and inadequacy, “Among 
Children”(from What Work Is) is also referencing the more famous poem by Yeats (a poet and 
personality with whom, again, he could not have had less in common): 

I walk among the rows of bowed heads— 
the children are sleeping through fourth grade 
so as to be ready for what is ahead, 
the monumental boredom of junior high 
and the rush forward tearing their wings 
loose and turning their eyes forever inward. 

These are the children of Flint, their fathers 
work at the spark plug factory or truck 
bottled water in 5-gallon sea-blue jugs 
to the widows of the suburbs. You can see 
already how their backs have thickened, 
how their small hands, soiled with pig iron, 
leap and stutter even in dreams. I would like 
to sit down among them and read slowly 
from the Book of Job until the windows 
pale and the teacher rises out of a milky sea 
of industrial scum, her gowns streaming 
with light, her foolish words transformed 
into song, I would like to arm each one 
with a quiver of arrows so that they might 
rush like wind there where no battle rages 
shouting among the trumpets, Ha! Ha! 

How dear the gift of laughter in the face 
of the 8 hour day, the cold winter mornings 
without coffee and oranges, the long lines 
or mothers in old coats waiting silently 
where the gates have closed. Ten years ago 
I went among these same children, just bom, 
in the bright ward of the Sacred Heart and leaned 
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down to their breaths delivered that day, 
burning with joy. There was such wonder 
in their sleep, such purpose in their eyes 
closed against autumn, in their damp heads 
blurred with the hair of ponds, and not one 
turned against me or the light, not one 
said, I am sick, I am tired, I will go home, 
not one complained or drifted alone, 
unloved, on the hardest day of their lives. 

Eleven years from now they will become 
the men and women of Flint or Paradise, 
the majors of a minor town, and I 
will be gone into the smoke or memory, 
so I bow to them here and whisper 
all I know, all I will never know. 

The ways in which “Among Children” is a parody (criticism, bitter commentary, even 
caricature) of “Among School Children” may best be seen by looking at the “components” of 
the two poems and revealing how the emphases differ and how the two visions develop into 
conflicting ones. As far as the major component is concerned, the children, Levine’s implied 
criticism is that Yeats does not really care about the lives of those he is inspecting, but only the 
extent to which they offer him “objective correlatives” for his own thoughts about himself, his 
emotion and feelings about growing old, his accomplishments, his education, his life or 
existence in general. The egocentric modernist poet thus has just himself in his mind, and 
mostly his old, obsessive and tormenting love story, plus incidental thoughts about life and 
death, youth and age, art and life. 

On the other hand, for Levine the children (who, first, are not “school children,” as 
school is not really a significant part of their lives and their schooling is elsewhere) and their 
cruel destiny are of the greatest importance. While Yeats’ children (only girls)—the object of 
his pretended imaginative investigation—leam various things “in the best modem way,” 
Levine’s children “of Flint,” bom at the Sacred Heart hospital ten years before (Yeats’ fifth 
stanza is about his own birth), go unloved and resilient, to grow, in another eleven years (i.e. 
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at twenty-one) into the men and women (so they are both girls and boys) of a minor town and 
an unpromising world. 

Thus, while Yeats, the individualistic, self-centered aristocratic poem sees himself as 
the starting and end point of his observation and meditation, Levine—the post-modernist, 
complex, self-subverting poet—turns his pluralistic vision more upon the object of 
contemplation than on the contemplating subject; he sees his children “tearing their wings” and 
“turning their eyes forever inward” in the worst postmodern way; he notices not only their 
“small hands soiled by pig iron” and their “thickened backs,” but also their blue-collar fathers, 
their mothers waiting in lines and, consequently, their bleak prospects. 

Parody implies, we remember, a thorough knowledge of both the original (with all its 
qualities and shortcomings) and the process in which this is being parodied. Yeats was aware 
that knowledge of life (his quest, in fact) does not come from philosophy or the arts, while 
Levine is more keenly aware that the very experience of life itself is the only source of 
knowledge; poetry (like Yeats’ “Among School Children”) could provide a starting point, but 
the real journey (Levine’s own life, reflected in that of the children) is more important than the 
imaginative one. No wonder then that Yeats invokes Pythagoras, Plato, Aristotle and da Vinci, 
while all that comes to Levine’s mind is The Book of Job , the main (only) theme of which is 
that of suffering and evil, and where the problem is why the innocent suffer is left unresolved; 
of course, in Yeats’ religious school, the children have other things to learn. That one poem 
ends in some kind of rhetorical question and the other in a paradox—the paradox of parody— 
may be proof enough that the quest for knowledge (intellectual, philosophical, artistic, 
experiential) remains important in itself and not in terms of where it leads the searcher. 

The second component, as in any school or classroom, is the teacher, for whom Yeats 
has just a few words: “a kind old nun in a white hood,” whose main job is to answer the 
inspector’s questions; for the ironic-sarcastic (see another place name, Paradise) and critically 
elegiac American poet, “the teacher rises out of a milky sea/of industrial scum, her gowns 
streaming/with light, her foolish words transformed/into song.” 

As far as the two traveling inspector-poets are concerned, we have seen quite enough 
about Yeats’; Levine’s protagonist similarly travels/walks among children, but also into their 
past and future (not only his own), as he “bows to them” and admits his failure in his quest: 
“all I will never know.” Writing more than half-a-century apart, the Nobel Prize winner and 
the Pulitzer and National Book Award winner confess to the same Romantic/Keatsean 
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conundrum, but differently assimilated lessons of life: how can we know truth (as the passage 
of time) from beauty (as frozen images, memories or words)? Both quests (ours as well) remain 
unfulfilled, ending in either a question mark or a paradox—or both. 
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Abstract: The ‘intense ’ and munificent Irishness of Jennifer Johnston has earned her a merited place 
in literature, contemporary or otherwise. Her prolificity, far from being detrimental to her artistic 
value, is in perfect consensus with her ever sprouting creational robustness. It is probably due to the 
fortunate combination of these two attributes that Johnston succeeds in being present, in reflection, in 
all her novels. Her artistic avatars are each unique, remarkable products of Ireland with everything 
this condition implies. Without her novels being autobiographies per se they are however 
autobiographical. In all of them transpires the writer’s attempt to ‘write’ herself onto the pages of her 
fictional work. Without the overt intention of confession or of intimation, the essence thus remains well- 
hidden within the shell of her subliminal self; it is rather a veiled message that she wants to transmit 
about herself as a woman and as a writer at the same time. 

Key words: Irishness, self-reflection, artistic avatar, contemporaneity, non-feministic literature 


Introduction 


I am silver and exact. I have no preconceptions. 

Whatever I see I swallow immediately 

Just as it is, unmisted by love or dislike. 

I am not cruel, only truthful - 
The eye of a little god, four-cornered. 
Most of the time I meditate on the opposite wall. 
It is pink, with speckles. I have looked at it so long 
I think it is a part of my heart. But it flickers. 
Faces and darkness separate us over and over. 

Now I am a lake. A woman bends over me, 
Searching my reaches for what she really is. 
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Then she turns to those liars, the candles or the moon. 

I see her back, and reflect it faithfully. 
She rewards me with tears and an agitation of hands. 
I am important to her. She comes and goes. 
Each morning it is her face that replaces the darkness. 
In me she has drowned a young girl, and in me an old woman 
Rises toward her day after day, like a terrible fish. 

Sylvia Plath, Mirror 

Motto: Books are mirrors. The translucent surface invites us in, Writer and Reader alike. There 
is a labyrinth inside and an invitation to quest. A quest of the reflected and of the self-reflected. The 
quest for identity, for our truest self. 


It is an already verified fact that in terms of literature as well as when it comes to one’s 
philosophical approach of life, seen as an act of reflection of the self in the mirror of time and 
society, the national aspect is irrelevant. And so is gender or race. Things are experienced by 
the contemplator very much in the same way everywhere and irrespective of the historical 
moment. Only the context that is generated during the process of introspection is unique in the 
sense that it is every time different. 

Very much like the American poet Sylvia Plath, her contemporary, the Irish Jennifer 
Johnston substantiates throughout her work what Plath has meant to impart with the reader in 
the above quoted poem. Seated in front of the mirror, ‘silver’ and ‘exact’ object of both self¬ 
contemplation and of transcendental introspection, the artist confronts her reflected self: two 
representations of the same self inextricably separated by the pane of glass. The replicating 
sameness of our individuality. The “truthfulness” of the glass is a lesson the gazer learns. She 
knows by now that there is no mystification in what is reflected in front of her eyes. The gazer 
learns therefore to become a truthful creator herself. The act of reflection must be rigorous just 
as the motive must be genuine, untarnished by disingenuousness and, necessarily, both in 
perfect harmony with the source. 

Much in the way the chassis outlines and supports the glass, Sylvia Plath’s poem may, 
in this sense, be taken as a framework for the interpretation of Jennifer Johnston’s novels. 
Novels that are themselves highly poetical. There is a feeling of pensiveness, of reverie even 
in the most ‘hardcore’ writings of Johnston’s. The blending of sensitivity and intransigence 
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may be their keynote. Also the succinctness, the pithiness of the sentence, which is exactly 
what is needed in the given circumstance. Apart from offering access to infinite perspectives, 
the act of mirror reflection also implies the filtering of the information bits that make up the 
reflected object. Filtering, decomposing and then recomposing them into an image which is 
stripped of any embellishment. The pure essence of the reflected object. This Johnston 
understood perfectly well. Free of the burden of formal ornamentation her prose is opulent 
evocatively . This is one of the major characteristics of her art, the fact that she moves away 
from form to concentrate on the essential. It appears that the mirror has taught her a valuable 
lesson. 

The faces of the artist in reflection 

The Gingerbread Woman (2000) speaks of Johnston’s passion for the written word 
probably more than the rest of her prose work. It speaks of the writer’s robustness and 
determination to reach self-expression in as personal a way as possible. 

“I suppose I should tell you at this moment how I earn my keep (...)- not that it matters 
very much but people, you people always want to know so much about irrelevant stuff.” 

For the artist, such questions are the stanchion of her texts: “What? you ask? How? 
Why? When exactly did this happen? What was her motivation? Who? Whom? Whither? All 
those wonderful w.h. words that only we, the Irish can pronounce properly,” (p.3) Johnston 
‘proclaims’, proud of her Irishness. 

In an interview 1 Jennifer Johnston speaks about the feelings pertaining to her condition 
of being Irish with all the ensuing implications of this reality She considers that being Irish - 
and this will never be treated as a marginal issue by any Irish person ever - must not be however 
an element that conditions and restricts the apprehension and the acceptance of the message of 
the text. Her stories are meant to be universally readable and recognizable primarily for their 
artistic merit but also for the fact that she speaks for people about people and not for the (rest 
of the) world about the Irish people exclusively. 

C.M.: I see “Irishness” in your novels as being on the horizon, peripheral. 

J.J.: “[...] Two Moons is about Irish people. All my books are about Irish people. They 
are the only people that I honestly know. (p. 69) 


1 Caitriona Moloney;s interview of Jennifer Johnston. The interview was published in the review Irish Women 
Writers Speak Out. Voices from the field. Caitriona Moloney & Helen Thompson eds., Syracuse University Press, 


2003 . 
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I am an Irish writer. What else would I be? I am Irish. Everything I know is about 
Ireland. But I don’t want the Irishness of my books and characters to limit them. All kinds of 
people can read my books and see themselves in them. (p. 74) 

Books are mirrors. In the mirror Johnston sees herself as a fictional character, each 
different with each context. It is the manifold hypostases that the artist, a shapeshifer by 
definition, agrees to assume, in full awareness of the implications of the condition of being a 
Prospero with the magic wand in her hand. In each text, there is another artistic avatar of 
Johnston, metamorphoses that try to express the valences of the same self. Through Clara 
Barry’s voice, Johnston acknowledges her own propensity for artistic expression. Directly, she 
confesses this when she refers to Helen Cuffe, the protagonist of The Railway Station Man. 

J.J.: My writing is much like Helen Cuffe’s painting in The Railway Station Man. She 
hears voices in her head telling her what to paint. I hear voices telling me what to write, (p.67) 
In much the same vein as practically all Johnston novels, The Gingerbread Woman is 
not an autobiographical experiment. Yet, when reading the story we actually feel that we need 
to look deeper, to look for some sort of hidden significance, the real one or, perhaps, the real 
significance according to our own expectancies. In any case, the reader approaches a text 
equipped with the whole paraphernalia that she managed to amass up to that moment. That is 
why, when we read a text, we see the writer in them, and that happens for at least two reasons. 
On the one hand, because that is what we are prepared for and that is what we wish from that 
text, and on the other because this is what the text actually contains: the writer herself. It is 
true, Johnston does not wish herself as one with any of her characters - she upholds this on 
every single occasion - but since her writings too, like any other text, are opera aperta (open 
contexts), we ‘are allowed’ to identify at least the contours of her figure in the fabric of her 
narration. So, her self, encrypted in the text, reveals itself (herself) even if the reader does not 
necessarily make any specific effort in this sense. The author is mirrored in her texts. 

We get to think of, or rather to refer to all of Johnston’s texts as mirrors, each creating 
a unique context, one that is different from the previous and from the one to follow. Each time 
we see a different hypostasis of her. Manifestations of the same self. As readers, we witness 
and also participate in an act of self-construction: the artist ‘writes’ herself and not about 
herself, as said with no overt intention of confession or of intimation. All the same, 
imperceptibly, the writer sneaks in and hides inside the shell of her subliminal self. Her 
message is veiled. She chooses to speak about others but while doing this, she speaks of herself. 
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The reflection in the mirror is that of an artist and that of a woman, and Irish both. Sometimes 
she is downright specific about this: “I, upper case, am the Gingerbread Woman”, (p.83) 

With each reflection, an act of creation happens, artistic creation and alongside one of 
self-discovery. Each time a new self comes to light even though the creator (the person who 
reflects herself) is not always aware of this. What happens is that she discovers, she comes to 
realise that about herself: “I am moulding reality into fiction. Is that something that always 
happens? I don’t know yet. I suppose I will find out.” (pp. 88-89) 

In all of Johnston’s texts we read about her love of storytelling. With each story, 
Johnston sets up a new labyrinth of mirrors. Each story contains in substance the message she 
has received while looking at her self in the mirror. 

Clara Barry in The Gingerbread Woman is one of Johnston’s reflections. From the other 
side of the glass, she confesses much in the way we would expect Johnston to do: “anyway, 
i’m not really a writer; I always thought that I would like to be a poet. I would like to write 
stuff like Roger McGough ...” (p.3) Actually, Johnston admits that maybe writers write the 
same novel throughout their life, in much the same way in which all our life we see ourselves 
reflected in the mirror, us each time and yet each time different. The same self, another 
reflection. There is a sense of absence of an end, of a finality in the world in the mirror, merely 
a door, one more, open for further investigation. Clara likes things ending with a bracket. It is 
like lifting the cover off a box for a second to peep inside just to check whether we have guessed 
right. The author’s implied idea. “Yes”, she goes on, “I like the notion of a poem ending with 
a bracket.” Like in poetry, in mirroring things end with a bracket. There is an invitation here, a 
call for further investigation, a space perhaps for the understanding and the perpetuation of 
one’s identity. 

In A Portrait of the Artist as a Young Woman, an essay written in 1986, she discloses 
some things about her way of telling stories: ‘All I know how to do is tell stories, the same 
story, some people say, over and over again ... for me ... it has been a reassembling of facts, 
my facts ... [...].’ ( Culture in Ireland, 1991, p. 10) Her facts are mirrored in her novels, her 
identity thus perpetuated. Even the difficulty she experienced at the debut of her writing career 
is found in the way her characters relate to life and to those around them. She started writing 
in her forties (her first novel, The Captains and the Kings, appeared in 1972). After two other 
of her novels had appeared relatively shortly after this one (How Many Miles to Babylon ?, 
1974, and Shadows on our Skin, 1977) there was a pause for about ten years or more. This 
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discontinuity in the flow of artistic production may be accounted for by the fact that for 
Johnston text elaboration is a careful, minute and, perhaps, effortful work. Her characters are 
in fact women whose life developed in a context of grueling events, personal or social, or both. 

When she had tailored for herself the courage and the pride - the courage to speak her 
mind without fearing the consequence of her statements and the pride to show herself as she 
is, stripped of ‘embellishments’ - she did the same for her fictional avatars. After all, many of 
her protagonists are middle-aged women, for whom maturity and fulfillment entails isolation 
from the community, an act of courage proved by their daring to live alone. Jennifer Johnston 
herself did that when she decided to leave behind her life as a mother and as a wife - materially 
comfortable, no objection to that - and start everything anew as a writer. Surprising everybody, 
less herself, probably, she left behind a life that appeared to be stable and started another. 
Shortly after she began writing, she remarried (1976). In that mirror she rediscovered herself. 

The instance of mirroring, the writer who is present, in reflection, in her texts is present 
in Johnston’s earlier novels already. Not surprisingly, her characters are, most of all, attracted 
to the craft of writing. In her second novel, written in 1973, The Gates, Minnie MacMahon, 
the sixteen-year-old orphan, is already aware of the miraculous seed that is beginning to sprout 
inside her. Johnston is again in front of the mirror but this time she is reflected not as mature 
person, like Clara Barry, but as a teenager, a girl on the threshold of life. Minnie is aware by 
now that she has to speak to the world and that for this her message will employ art as language. 
She keeps a literary diary, the ‘harbinger’ of her future profession. There is no accumulated 
experience in her attempts to write only an urge, a voice that somehow foretells future 
accomplishments. What happens to her, to any artist-to-be actually, knows no barriers of age, 
of gender, of nationality. The determination that is already manifest will fuel the process of her 
becoming. As a child she became acquainted with the Irish myths and legends the magic of 
which will accompany her throughout her life. Minnie, like all Irish people, will weave her 
own reality where the borders between fantastic and real are irrelevant. “The road ran by the 
loughside a while, and the sharp smell of seaweed reached Minnie’s nose. Just in sight, four 
shapes tossed on the waves. ‘Look, Uncle Frank’, she broke the silence, ‘the children of Lir.’” 
(p-15) 

Minnie’s future starts taking shape. Fully aware of what she already has, the taste for 
good literature, she will not hesitate to set off in search of her own voice, that of a writer. ‘I do 
hope (...) that I will have filled many of the gaps of my education’ (p.33). Her taste for the 
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great titans of universal literature, especially the Russian writers, - Dostoyevsky, Tolstoy, 
Chekov, or Turgenev - for Camus, Kafka, Sartre, Gide or for the Irish pens, Joyce, Yeats, 
Synge, O’Connor, Swift or O’Casey is indicative in this sense. ‘Altogether, it is a legacy I 
greatly appreciate.’(p.34) 

A writer’s life is a condition, one that she seems determined to assume even if this 
would mean giving up the comfort of a conventional life. 

The reflection in the mirror is now her adviser: ‘I had a most extraordinary experience 
[namely her encounter with the reflection in the mirror], she said. (...) I think I saw a sort of a 
ghost. 

‘Hallucinations.’ 

‘I’ve come to an important decision. I’m going to be a writer.’ (p.39) 

‘You’d better concentrate on the domestic arts. A man would rather have a wife who 
can cook him a good dinner than one who sits typing at a typewriter all day.’ 

‘Then I’ll probably never get married. I’m not really very interested in sex, anyway.’ 

(P-40) 

‘But writing’, her friend, Kevin, will comment discontentedly, ‘what made you decide 
on that?’ 

‘I just thought I’d give it a try. It’s in my blood. Look at that. It’s ink. A hundred times 
handier than blue blood.’ (p.54) 

All of a sudden Minnie is no longer a young girl; she is conscious of her priorities. She 
situates the choice she has made above everything else, above noble ranks or advantageous 
social positions. Her words prove her maturity and sagacity. The mirror has revealed her true 
identity. She is now prepared to face the world. 

It is only herself and the mirror, no one else matters now. This loneliness, isolation, is 
a sine qua non condition for her subsequent formation and most of Johnston’s characters are 
well acquainted with it. It’s not only that they come to grips with their loneliness, they need it. 
Isolation helps them to learn be truthful to themselves and to the world and it gives them the 
peace of mind to meditate on their present self and to think potential amendments. 

“The silver-faced ghost in the glass spoke. (...) This is it, then. Where do we go from 
here?’(...) Over three weeks you’ve been home, and no decision made.’ 

‘I wandered lonely as a cloud, that floats on high o’er vales and hills ... ’ (p. 36) 
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As one would expect, the (self -Reflection in the mirror ‘seems to know all the answers’, 
of the kind Minnie would not been able to find by herself. Maturity has come to her, or she has 
pushed herself into it too soon. Her worries are not unjustified, though, and therefore she looks 
for the support and wisdom of ‘others,’ tutors for her life. 

‘I hate my age’, she writes in her diary. ‘In spite of my expensive education I feel quite 
unfitted for life. There should be a pool of sensible, logical advisers to whom one can turn. 
Lean your head against their cool, stainless-steel chests and hear the soothing answers, the only 
answers, spoken in muted, unemotional voices. I have only my ghost, a trifle hysterical, (p.75) 

The reflection in the mirror is highly convincing: very human-like in its manifestation, 
despondent here, angry there, elsewhere blissful, always displaying a face that we are often 
surprised to see, are unwilling to admit as true. 

Just like Johnston, Minnie feels that her time has come. She is ripening for her work. 
“My novel is growing in my head, and I have numbered all the pages in a red notebook. I must 
try and find a typewriter somewhere.” Confident, Minnie is now the magician that can make 
myths come to life on the pages of a book. Her book. “I am sure it would have a splendid 
psychological effect. The children of Lir come to life again today, after thousands of years 
wandering...” (p.75) 

In The Invisible Worm (1991), Laura Quinlan becomes Johnston’s reflection, this time 
flimsy and poetic. ‘Poetic’ is the uncontestable attribute of Johnston’s novels. With this story, 
the reader discovers a new passage of the labyrinth of mirror where a different reflection, a 
new representation invites us to follow her farther and farther into her troubled, entangled and 
no less fascinating world. It is a space of freedom of imagination and of multiple 
experimentation. 

Laura’s emotional structure predisposes her to dream and poetry rather than to cold, 
pragmatic reasoning. The troubled and distressing factors which govern her life, create a unique 
blend: a woman whose inner structure calls for artistic definition. In Laura, Johnston reflects 
her own courage to look at herself and maybe the relief to discover there the artist’s face. She 
is now a woman who staunchly places herself face to face with a world. 

As expected, the text now flows and meanders in lyrical cadences: 

“Incantations. 

‘What is this?’ 

Maurice said to me once, handing me a yellow rag of paper. 
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I took it from him and held it between my thumb and forefinger. 

Tree, branch, twig, bark, leaf, sap, bud, flower, wood, ivy, trunk, 

Smooth, trunk, knots, coruscations, axe, cracking, splitting, raging death.” 

(p.3) 

Two Moons is a book of several reflections. Grace; like Johnston’s mother, Shelah 
Richards, is an actress completely engrossed in her work and forgetful about anything else, 
family included. Penny, the child tossed between divorced parents and in search of stability, 
social and emotional, much like the young Jennifer Johnston was. Mimi, the grandmother who 
is about to exit life, the stage where she played her roles, is a cumulative hypostasis of the 
Johnston characters. Three women, three moments of life, one mirroring. Two Moons is the 
book of mirroring in which Mimi is the person (Johnston) who is able “to see beyond reality” 
(p.8), beyond the limits of the frame-and-glass” and to understand. An awareness that comes, 
alas, at the end of one’s journey. 

Jennifer Johnston goes beyond feminist and feminine writing 

The Irish predicament is, without a doubt, an ardent issue still. In a society torn apart 
by political, social and personal dissensions, the ones who are most likely to feel the 
atmosphere of unrest more acutely are the women. The sense of disruption affects to a higher 
extent the woman’s nature, maybe due to the fact that their inner acoustics amplifies the sound, 
or the sounds, of the life they live, the clatter of the historical reality seconded by the 
reverberations of their own reality. 

With her writings, Johnston, intentionally or not, demonstrates this. Nevertheless, she 
has chosen to ‘speak’ about all this reality in a different way even though like her fellow women 
writers, Johnston speaks about human issues, Irish issues indeed but human primarily. 

“Despite all obstacles, changes in Ireland for women since the beginning of the 1970s 
have sometimes been both dramatic and disturbing, and these have spilled over into literature 
as well. Contemporary literature by women reflects them all. As more women have begun to 
speak for themselves, they create alternatives to stereotypical and idealized images and write 
realistically and explicitly about female experience. Any reading of contemporary Irish literary 
texts will reveal just how varied and complex the responses to the problems women face can 
be.” 2 (p. 16) 


2 Patricia Boyle Haberstroth, Women Creating Women: Contemporary Irish Women Poets , Syracuse University 
Press. 
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Indeed, her books do make a difference. She is not the militant who lashes her text (and 
us) with scenes of violence, who drinks hatred and then spits fire to burn the reader deep enough 
to want to cry. She is not the political analyst either, with a cool mind and a sharp scalpel in 
her hand ready to dissect the social and political reality down to the bone. She is none of these. 
Her books speak about the Irish people, mostly about the Irish Woman, and their/her sturdy, 
resilient and, by all means, generous nature. 

As known and shown, Irish women writers are prose writers rather than poetry writers. 
With a writer like Jennifer Johnston, however, the two types of ecriture merge in the sense that 
her prose is highly poetical, incantational. Like poetry, Johnston’s prose is unexpectedly but 
delightfully succinct. Despite the brevity of her statements, her texts are rich, are dense in 
meaning, which makes them intensely suggestive. 

Johnston’s texts hardly fit the patterns of what is conventionally described as ‘feminist’ 
writing, not formally and not in terms of their content either. With a voice which is rather that 
of a male poet in its lack of hesitation and clear-cut suggestiveness, her novels depict Irish 
people, women mostly, and their own slice of existence as they participate in, witness, or quite 
the contrary, hide from the reality of various historical moments. She does not whisper this 
feebly, as we might expect, she places everything she has to say before our eyes simply and 
directly, in a manly way. 

The characters of her novels are all of the same kin in terms of what they express: they 
all speak of life values. They have no ‘gender’ since what they represent in the narrative 
context, their inner structure and most of all their message is sexless. They are artistic 
constructs and the fact that they are shaped as men or as women is fortuitous and unimportant 
for the overall message. Equally strong and convincing, they are the two sides of John s ton’s 
personality. They are reflections, variations of the same self. In the way in which they are 
rendered by Johnston’s fictional context, these representations are randomly male and female. 
From beyond the idea of physical differentiation, Johnston addresses the world, the balance of 
which is rendered by the equal participation of the two sexes. With her texts, Johnston 
participates in a universal dress rehearsal (after all, theater has been a permanent presence in 
her life) where the characters put on costumes alternatively, men, women, then again men, and 
women again, in a perpetual alternation of roles played by the representations of her creative 
self. 
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Like shifting images in the mirror, Johnston’s characters are in permanent motion. Put 
together, they make the big wave that pushes Johnston’s boat further and further towards new 
fictional shores. Separately, they open doors, always new ones, doors leading to ‘other rooms ’ 
where ‘other voices ’ are at play. They move restlessly, determinedly and courageously on, 
entering yet new passages of their labyrinth. 

I see her again. 

Running. 

Showing a clean pair of heels; I’ve always loved that daft 
expression. [...] 

She could be any age. 

My age. 

My mother’s age. 

My daughter’s age. 

Through the opening trees. 

(...) All ages. 

All women. (The Invisible Worm, p.65) 

When interviewed by Caitriona Moloney, Johnston also stated her position towards 
social and art-contained feminism. 

C.M.: Are you a feminist writer? 

J.J.: No, not as such. [...] I like women [...] and I try to explore them in my work. I 
think the militant feminists have made a terrible mistake. They have gone too far and they want 
too much. They are responsible for the many problems women have today. 

C.M.: The backlask? 

J.J.: Yes, I’m not a “feminist” as such, (p.73) 3 

Conclusion 

In the 1970’s a new name appears in the literary firmament. Jennifer Johnston asserts 
herself with an astounding precision and force as a writer of fiction. She seems to have found 
her voice from the very beginning, and wishes to impart to the reading public of Ireland and of 
elsewhere some of her stories. Johnston and her characters, male or female, fight confidently 
with life for their life, assuming audacious roles and winning too, in the long run, no matter 


3 Caitriona Moloney has interviewed Johnston. The interview was published in the review Irish Women Writer 
Speak Out. Voices from the field, Helen Thompson, Syracuse University Press, 2003. 
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how impossible this victory may seem. They - Johnston and her characters - are undeniably 
people with adamantine willpower. By becoming a writer, Johnston has assumed the 
responsibility of being the spokesperson for everything this art implies. 

Unknowingly, despite her strong resistance, Johnston has created characters ‘in her 
likeness.’ The time she spends in front of the mirror is not a time of vanity but one of analytical 
introspection. She is in dialogue with the countless possibilities of self-representation. 

The text semantics of Johnston’s stories reveals the fact that in reference to the 
characters the label “woman” is emptied of content. In the texts prototypes are constructed, 
representations envisioned by the author as belonging to a certain fictional time-space frame 
and who are in constant interaction with all the other constituting elements (setting and the 
other characters). With each text, the literary-genetic similarities that characterize Johnston’s 
characters fade away, losing their precise contours. They are subject to constant reshaping and 
redefining. In this they are always new, always different. Yet, they are fugues. They are ‘phases 
of mirroring’, a woman passing from one mirror to another inside the labyrinth, looking for her 
identity, for the reflection and, hence, realization of the true self; they are also stages of the 
author’s change of mood of perspective or attitude towards reality, and adaptation to the 
context, according to various subjects she tackles in each novel. 

Johnston’s message is quite clear: “Writers tell you as much as they wish - that should 
be enough for you. But it seldom is.” ( The Gingerbread Woman , p.3) Indeed it seldom is. For 
this reason we take pains in digging deep, deeper and deeper into their texts to find what we 
wish to find. The meanings and the interpretations we attribute to them, which comes, most of 
the time, probably, as a genuine surprise to them. But this is only fair in terms of literature, that 
is, the Reader and the Author surprising each other. This makes the literary world go round. 

Bibliography 

Novels cited 

1. Johnston, Jennifer. (1973). The Gates, Review, 1998, Clays Ltd, St Ives pic. 

2. Johnston, Jennifer. (1984). The Railway Station Man, Review, 1998, Clays 
Ltd, St Ives pic. 

3. Johnston, Jennifer. (1987). Fool’s Sanctuary, Review, 1999, Clays Ltd, St Ives 

pic. 


694 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


4. Johnston, Jennifer. (1991). The Invisible Worm, Penguin Books Ltd, 
Harmondsworth, Middlesex, England. 

5. Johnston, Jennifer. (1995). The Illusionist, Vintage Random House, Vaux 
Bridge Road, London. 

6. Johnston, Jennifer. (1998). Two Moons, Review, 1999, Clays Ltd, St Ives pic. 

7. Johnston, Jennifer. (2000). The Gingerbread Woman Review, 2001, Clays 
Ltd, St Ives pic. 

Other sources 

1. Irish Women Writers Speak Out. Voices from the field. (2003). Caitriona 
Moloney & Helen Thompson eds., Syracuse University Press, 2003. Caitriona Moloney’s 
interview of Johnston, pp. 65-75. 

2. Women Creating Women: Contemporary Irish Women Poets. (1006). Patricia 
Boyle Haberstroth ed., Syracuse University Press. 


695 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


DIMITRIE ANGHEL AND THE POETIC LANGUAGE AT THE BEGINNING 

OF THE 20TH CENTURY 
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Abstract: In the context of Romanian symbolism Dimitrie Anghel distinguishes himself through his 
special approach of floral universe by using a remarkable poetic language. 

At the beginning of the 20th century his lyrical creation has the merit of contributing to the development 
of Romanian lyricism by communicating the message through all the senses and his prose proves its 
modernity by resizing his contribution to the extension of Romanian literature in the European context. 
Dimitrie Anghel builds his poetic images with a sensory delight and a powerful imaginative faculty 
revealing the figments of his world. 

Keywords: symbolism, aesthetic, poem, fantasy, language. 


La inceputul secolului al XX-lea se inregistreaza perioada de fixare dcfinitiva a 
nonnelor fundamentale ale limbii romane literare. 

in urma lucrarilor coordonate de Titu Maiorescu, sub egida Academiei Romane, aceasta 
lanseaza prima normare ortografica oiciala in anul 1881 cu scopul de a pune capat influentei 
latinistilor. 

Conform lui Sextil Puscariu, pentru a satisface dorinta si necesitatea oamenilor de a 
cunoste regulile „precis stabilite de o autoritate, spre a se conforma cu totul lor” (Apud 
Dimitriu, 1999, p. 832), se publica, in anul 1904, Regulile..., dar si Dictionarul ortografic al 
limbii romane al lui Stefan Pop - lucrari de baza care vor inspira si alte exte normative. Daca, 
astfel, problemele de prtografie capata o rezolvare - sau cel putin o stabilizare, in ceea ce 
priveste problema de fond a vocabularului vor exista inca dispute. 

Desi solutia lui Titu Maiorescu, in ceea ce priveste neologismele, a fost admisa teoretic, 
dupa 1918 directia munteneasca se impune, iar limba literara este coplesita de valul de 
neologisme de origine franceza. (T. Maiorescu dorea acceptarea exclusiv a neologismelor 
considerate necesare, care nu aveau corespondent in limba romana.) 
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Dimitrie Anghel, locuind o buna perioada in Franta, Hind un fin cunoscator al limbii (a 
efectuat numeroase traduceri din poetii francezi), nu resimte atat de mult presiunea limbii 
romane, nu se opune neologismului, desi, dupa cum considera G. Ibraileanu, e foarte greu de 
introdus neologisme in versuri. Dimitrie Anghel nu abuzeaza de neologisme, dar le 
intrebuinteaza cu maiestrie cu fiecare ocazie. In aceasta perioada Regulile... Academiei nu sunt 
foarte rigide sau restrictive, ci, mai degraba, permisive: termeni precum mdni - maini, cane - 
caini circula in variatie libera (termeni muntenesti alaturi de cei din aria nordica). 

Despre poetica lui Dimitrie Anghel, I. Boldea afirma ca „este una de tranzitie, una a 
intervalului, ce renunta incet-incet la modalitatile romantismului si anunta modemismul poetic 
romanesc” 1 . in acelasi registru, D. Micu aprecia ca poetul „imperecheaza frecvent termenul 
neaos cu neologismul sau asociaza in versuri, cum face in proza, cuvantul religios cu cel vulgar, 
termenul savant cu alintarea copilareasca” 2 . 

Sub semnul inrauririi simbolismului francez, atat prin creatia sa, cat si prin activitatea 
de traducator, Dimitrie Anghel asigura poeziei romanesti ambianta si contextul liricii 
universale. Se ia ca punct de reper cele doua volume originale de versuri In gradina (1905) si 
Fantazii (1909). 

Pentru constructia rimei si a ritmului se remarca la nivelul fonologic anumite fonetisme, 
libertatea poetului de a utiliza forme precum: mdrgdrint - argint, stange - sange, 
mironosite - romanite, rumpa - scumpa, veste - fereste, musunoaie - despoaie, -nsamna - 
toamna, razimi - azimi, sure - aiure, vara - asara, soare -peritoare, Sanziene - Elizeene, cete 

- speriete, sa spuie - nimanuie, mante - amante, vestminte - sfinte, vorbeste - contineste, 
mutarea accentului: Ofeliei - nebuniei (G.), Ocean - margean, durere - cratere, sau distrama 

- cheama, -ngrijata - adorata, primavara - -mpresoara, nimica - arnica, 

femeiei - cheiei, saptamani - mdni, pustie - leturghie, cliletante - andante 

(neologisme), vezeteul - greul, seamd - distrama, laitmotif-portatif, ghiata - viata. 

Astfel, „folosirea fonetismelor moldovenesti si arhaice este uneori manierista, 
mostenita probabil din perioada de tinerete in care Anghel il imitase pe Eminescu” 3 . 

Se observa influenta eminesciana in preferinta pentru unele forme moldovenesti (unele 
arhaisme fonetice): cata, inti si-ntai, maciesii, nimanuie, se distrama, manii, aripele, naierii, 


1 1. Boldea, Teme si variatiuni, Ed. EuroPress, 2012, Editie Digitala 

2 D. Micu, Literature! romdna in secolul al XX-lca, Ed. Fundatiei Culturale Romane, Bucuresti, 2000, p. 57 

3 S. Golopentia-Eretescu, M. Mancas, Studii de istoria limbii romane literare , Ed. pentru Literatura, Bucuresti, 
1969, p. 516 
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vremei, de vreai, nalt, lacrime, viers, portic, trimeasd, paseri, vezeteul, ghiata, vesminte, 
hodina, asara, ngrijata, razimi, sa ramaie. 

La nivel lexical se remarca predominant formelor populare ale cuvintelor. Sunt 
numeroase insa si neologismele din diferite sfere semantice (in functie de tematica poeziilor 
simboliste): „o variatie in fizionomia rimei e introdusa prin uzul mai sensibil al neologismelor, 
care au surprins neplacut in momentul publicarii, cand evolutia limbii poetice nu se indrepta in 
acest sens (era inca in putere, gustul lexical purist al samanatoristilor).” 4 

Avand in vedere cele doua volume de poezii: In gradind (G) si Fantazii (F), exista sfere 
semantice bine reprezentate care se refera la: 

- regnul vegetal: nalba, margarint/margdrit, iasomie, trandafiri, garoafa, crin, cicoare, 
mironosita, romanita, ghintiana, stanjinel, magheran, floarea-soarelui, lauruscd, crizateme, 
branduse, busuioc, sanziana, sulcina, ferigi/ferega, iarba, somnoroasa, micsunele, liane, 
leandru, flori de camp, lacramiore, rugul, mdciesii de dumbravd, dafin, siminoc, alge, 
palmieri, bujori, gradind, ram, poame, portocale; 

- instrumente muzicale: lira, harfa/harpa, trompete, alamuri, zurgalai, mandoline, 
darabana, orchestra, fanfara, teorbe, (firele de telegraf- vibreaza); 

- culori: rosa, alba, de argint, cenusie, galbena, negrele (umbrare), viorie, albastru, 
tricolorul (vasului), de sange, curcubeie (G), albastru, alb, auriu, topaz, roz (F); 

- elemente mitologice: Campiile Elizeene, Elseneur, Hamlet, Leandru, Hera, Ofelia, 
vestala (G),firul Arianii, Orfeu, Narcis, Ocean, Oedip, Midas, Himera, Pajura, Crist, Narcis, 
meduza, sepia, tritonul; 

- elemente exotice/toponime: Campiile Elizeene, piata Barberini, Latiul vechi, Roma, 
insula Cytherii; 

- pietre pretioase: aur, argint, diamant, perle, margean, comoara, juvaer; 

- regnul animal: cai, pauni/paunite, pasarele, porumbei, magarul, sepia, meduza, 
albatros, greier, libelula, licurici, furnica, aripa; 

- elemente comune/casnice: oglinda, ploaia, parfumul, lacrima, sarutul, roua, lumina, 
noaptea, pamantul, gura, fulgul, umbra, ceata, zori, gradind, vant, ochiul, floarea, fantana, 
habuz, cantecul, luna, mormantul, foi (frunze), marmura, gheata, cer, dantela, mana, imina, 
evantai; 


4 S. Cioculescu, Dimitrie Anghel, Ed. Publicom, Bucuresti, 1945, p. 54 
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- abstracte: zenit, dragoste, somn, taina, amintirea, durerea, moartea, visul, nebunia, 
melancolia, linistea, tacerea, sihastria, singuratatea, ani, dorul, uitarea, boala, agonia, 
metempsichoza, miros, aer, clipe. 

Pe parcursul evolutiei sale poetice, Dimitrie Anghel foloseste neologismul din ce in ce 
mai frecvent, intr-un mod inedit pentru specificul perioadei de creatie: ghintiana, dant, 
evantaliu, machinal, comptoar, estampa, estompa, fantasc, fantosa, trajectorie, simtimant (F) 
care „prezentau pentru contemporani o valoare stilistica”. 5 

Mijloacele de imbogatire a vocabularului vizeaza toate procedeele: 

- derivarea - majoritatea derivatelor se realizeaza cu ajutorul prefixelor (predomina cele 
negative, delocutive si iterative) si al sufixelor substantivale, adjectivale si diminutivale si 
cuprind sfera nominala, dar si derivarea parasintetica: netihna, -ncetinel, randunica, intristat, 
sarutare, rennoita, recapete, infiorand, inmarmurite, nestire, nedumerita, -nduiosata, 
nestimata, luminis, nentrerupta, inturturata, stralucitoare, reintrat, dezmierdatoare, 
departare, nelinistita, singuratic, mtristarea, pietrisul, cararuia, nespeculat, neobosite etc.; 

- compunerea: deoparte, floare-a-soarelui, alt’data, fel-de-fete, niciodata, deodata, 
desigur, orisicum; 

- conversiunea - inregistreaza adjective pronominale, adjective gerunziale ( murind ), se 
remarca abundenta adverbelor provenite din adjective: alearga adus, intristat isifringe trupul, 
asa de bland ti-o razimi, lung sfatuiau, s-aprindeau maiastre, cat de sfioasa creste noaptea, 
ma dojeneste dulce etc. 

La nivelul structurilor gramaticale, din punct de vedere morfologic, se remarca 
utilizarea abundenta a numelor de flori; utilizarea frecventa a adjectivelor antepuse, mai rar 
cand sunt nume predicative in nominativ. Formele de comparativ de superioritate si superlativ 
absolut (atdt de frumos, atat de clara si curata, asa de multa lume, asa de bland, Prea-Sfanta, 
prea frumoasa si mandra) sunt angajate in comparatii dupa scheme normale, dintre adverbele 
de comparatie, fiind preferat (intr-o proportie mare) elementul popular ca. In cadrul 
comparatiei adjectivale insusirea este explicita, uneori cu o forta de sugestie uimitoare: 
(, soarele ) ros ca focul. 

Substantivele feminine au forme de plural specifice graiului moldovenesc, uneori 
inexistente in limba literara: spezi, ghirlanzi. Se inregistreaza unele forme de plural neliterare 


5 S. Golopentia-Eretescu, M. Mancas, Op. cit., Ed. cit., p. 520 
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care au dublete corespunzatoare in limba literara la nominativ-acuzativ: muni - maini, ghiata 
- gheata, dar si singularul rasa - rosie. 

in ceea ce priveste cazurile substantivelor trebuie remarcata utilizarea unor forme 
neliterare la dativ si genitiv: trasurei, nimanuie, odaiei, gurei, vietei; inemi, a lungei mante, a 
femeiei, a cheiei, multimei, furtunei. 

Referitor la pronume se remarca utilizarea pronumelor deictice. Insa, cea mai mare 
frecventa o au pronumele posesive, demonstrative, nehotarate, relative sub incidenta 
conversiunii (deci revenim la adjecivele pronominale): varsta ta, bratul meu, a noastre inemi, 
sanul tau, fantezia mea, tineretii mele, vorbele noastre; clipa asta, toate aceste, aceleasi linii, 
mana cealalta, acestor fete; noaptea toata, tot portul; carei pesteri; Semiramida insasi - de 
intarire. Se inregistreaza absenta lui a la adjectivele pronominale demonstrative postpuse si 
forma arhaica a pronumelui relativ, cari. 

In conjugarea verbului intalnim existenta unei structuri de limba veche prin formele: 
stange, s-atine/ mi-atine, iti anina, sau gerunziul statand implicand conotatii care imprima 
patina timpului. De mentionat este faptul ca acestea nu sunt frecvente - D. Anghel utilizeaza 
formele literare ale verbului, exceptie face inversiunea auxiliarului la perfectul compus si la 
viitor: ramas-am, veni-va, va fie-ntors - specifice limbajului popular. Verbul utilizeaza 

forme afirmative sau dubla negatie: Si nu-i mireasma sa m-adoarma, nici floare nu-i sa nu se¬ 
ne line (G). 

Interjectiile se intalnesc rar: Ah!, iat-o!; observam cateva verbe provenite de la acestea: 
gdlgaind, tropote. 

Utilizatea rara a vocativului neinsotit de verb la imperativ are o functia apelativa: ce 
vrei tu?, sermane, stapane, Doamne! (F) - invocatia retorica este extrem de rara. 

Complexitatea sintactica nu este reprezentativa pentru poetica lui D. Anghel si aceasta 
nu implied un raport de directa proportionalitate cu valoarea operei sale. 

G. Calinescu afirma despre poezie ca este o arta, iar „opera lirica este prin esenta 
inefabila” si „scapa imbratisarii ratiunii”, in care „versul nu e un invelis, el este o parte 
insemnata a miezului” 6 . 

Despre proza lui D. Anghel, N. Zanfir afinna ca este o „poezie a obiectelor”. Aceasta 
aduce un suflu nou, estetizant si intelectualizat. Nu are o structura epica propriu-zisa cu toate 
momentele subiectului deoarece nu se intalneste clasicul fir epic, ci este, mai degraba, un 


6 G. Calinescu, Curs de poezie (principii de estetied), Ed. Universal Dalsi, Bucuresti, 1998, p. 140 
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conglomerat de lirism si subiectivitate pure folosind modelul lui Marcel Proust - prin mireasma 
florilor. 

in pofida utilizarii arhaismelor, exista un echilibru in ceea ce priveste limbajul poetic 
al lui Dimitrie Anghel prin alternanta fonnelor vechi cu neologismele. Este un limbaj modem 
datorita simplitatii stmcturii gramaticale a textelor sale; poetul reuseste sa creeze un text 
accesibil catre complexitatea mesajului poetic. 

Poezia lui D. Anghel „se organizeaza sever, cu respectarea exigentelor de simetrie in 
structura fonetica si sintactica”. Incercand sa pastreze alexandrinul, poetul „contrage, elimina 
vocalele finale (initiale), topeste cuvintele unele in altele si transforma versul intr-un flux sonor 
aproape continuu, intr-o structura noua, armonioasa si complexa” 7 . Prin poezia sa, poetul 
„eludeaza intentionat pateticul, realizand emotia artistica pura” 8 . 

Despre Dimitrie Anghel, I. Boldea afirma ca „are o vocatie pentm sinestezii si 
corespondente” 9 . Prin corespondente autorul reuseste sa exprime raportul dintre eul poetic - 
reprezentand microuniversul si lumea - ca macrounivers, care se traduc la nivelul receptivitatii 
prin simboluri. 

Avand o viziune artistica contemplative si seninatate afectiva, prin folosirea 
elementului floral poetul „este un raspanditor de miresme” cu efectul „producerii unei stari 
muzicale, languroase, exprimate sonor prin versuri mai totdeauna lungi, cu inflexii litanice si 
melopeice” 10 . Imaginile poetice se inscriu intr-un cadru interior al solitudinii si decadentei; 
astfel, gradina reprezinta un spatiu privilegiat, un loc de refugiu, de repliere in care florile 
acompaniaza si ofera o stare de bine, de satisfactie si annonie prin sinestezii. Forma, culoarea 
si parfumul acestora se regasesc in registrul stilistic rafinat sub forma personificarii, a epitetului 
personificator sau cu tenta metaforica, a comparatiilor (vezi poezia In gradina). 

Poetul isi creeaza propria viziune despre fantezie. Fantazismul sau presupune evadarea 
din sfera cotidianului, a realului in lumea interioara a unor plasmuiri complexe de unde provine 
si viziunea artistica, contemplative. 
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Abstract: This study aims to provide an insight into the poetic equivalences which develop between the 
poetry written by Alexandra Vlad and that of Robert Frost. By describing existential matters in a rather 
simple and straightforward manner, at times almost conversational, the two poets prove a common 
preference for the essential close-ups, often grasped in scenic images with a minimum use of rhetoric 
resources. 
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Publicarea postuma a Poemelor 1 lui Alexandra Vlad marcheaza, mai mult decat o 
directie noua de iradiatie creatoare, un mai vechi proiect tatonat sporadic de-a lungul timpului 
(mentionat de cateva ori in interviuri de catre scriitor) si o sublimare esentiala a propriei 
sensibilitati, a carei libra poetica a fost confirmata anterior in repetate randuri si in proza. 
Povestirile din Aripa grifonului, cu care debutase in 1980, intre care Vara libelulei, textul care 
deschidea volumul si in care tema povestitorului ramas fara darul povestirii era tratata intr-un 
registru epic de o senzorialitate intensa, prin finetea observatiilor personajului narator, aproape 
anatomice, eseul (cum a fost numit) care da titlul volumului din 1985, Drumul spre Polul Sud, 
mai apoi, in care reflectia livresco-naturista echivala cu o stratificare polifonica, de rezonanta 
adanca, a prozei, ori structura eteroclita a Curcubeului dublu (2008), care topea reportajul 
cotidian al satului romanesc postbelic si faptul biografic intr-o naratiune cu miza superioara, 
toate aceste proze erau strabatute in subteran, daca nu chiar fatis, de o tensiune lirica pronuntata. 
Delinitoric in cateva situatii, chiar, cu atat mai mult cu cat prozatorul nu facea din desfasurarea 
epica, s-a observat, caz de optiune preferentiala (ceea ce ii determina pe Andrei Terian 2 si Paul 


1 Editura Scoala Ardeleana, Cluj-Napoca, 2015. 

2 „De la iernat la pasunat”, in „Cultura”, nr. 110, 2008. 
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Cernat 3 sS observe pozitia fruntasS pe care il aseza Radu G. Teposu in Istoria 4 sa, in randul 
scriitorilor de formatie analiticS). S-a remarcat, la un moment dat, chiar si calibrul poetic al 
titlurilor pe care le poartS proza lui Alexandru Vlad. De aici si panS la poezia propriu-zisS, insS, 
tranzitia rSmane, totusi, una semnificativS si cu un element de surprizS. Adunate in volum (dupS 
ce anterior figurasera in paginile Vetrei, in ritmul retinut in care prozatorul le oferea), poemele 
propriu-zise il consacrS pe Alexandru Vlad definitiv si ca poet, unul de vocatie mereu amanatS, 
dar fundamentals prin relatia pe care o avea cu poezia (despre care va vorbi cu hotSratS 
convingere in prefata volumului Ion Muresan). 

DacS in proza clasificarea generationistS e functionals si il asazS in randul unui 
optzecism mai „temperat” (comparativ cu experimentele fonnale si improvizatiile colegilor 
bucuresteni), din randurile cSruia fac parte, intre altele, textele unor Horia Ursu, Viorel 
Marineasa ori Daniel Vighi, poezia vine cu totul din altS parte. Distanta dintre liricele 
Cenaclului de Luni si Poemele lui Alexandru Vlad e definitivS si irecuperabilS; putine afmitSti 
dovedesc aceste poezii si cu versurile Cartii de iarna, de care le desparte hotSrat maniera de 
transfigurare a datelor realului (desi revendicate, ambele, de la un fond grav de facturS vag 
asemSnStoare). Notatia directa, tratata deoseori in regim de confesional, transpunerea 
fluctuatiilor eului liric fara prea multa intermediere stilistica si desenul translucid al starilor 
echivaleaza, la Alexandru Vlad, cu un lirism epicizat, o poezie conversationala care il aproprie 
tangential de cea a lui Mircea Ivanescu si care distileaza materialul poetic in mici naratiuni 
lirice derulate cu o luciditate melancolica. Nu si una de larga gesticulatie, insa, caci 
functioneaza cu precadere prin expresia economicoasa, redusa la amanuntul esential. E aici o 
poezie construita dupa toate rigorile unui breviar minimalist, sustinut si de tehnica haiku pe 
care Virgil Stanciu o vede in comentariul sau care precede textele propriu-zise ca fiind una 
dintre cele doua directii principale dupa care ar functiona poemele (vizibila dealtfel si in 
optiunile care vizeaza titlurile acestora), dar autorizat mai ales prin geometria aerisita a 
versurilor, construita din linii precise care desfasoara o serie de instantanee incremenite, in 
prelungirea carora irizeaza tensiunea mocnita a lucrurilor nespuse, fecundate de tacere. Toata 
aceasta „politica de austeritate” pe care se fundamenteaza arhitectura Poemelor nu declanseaza, 
insa, o criza la nivelul expresiei. Fundamentals e pentru intregul volum, de aceea, o anume 
corcgralic a viziunilor imperceptibile, articulatS in tuse delicate, care contrag continutul ideatic 

3 „Falsul minimalism si viata la tara”, in „Observator Cultural”, nr. 415, 2008. 

4 Istoria tragica & grotesca a intunecatului deceniu literar noua , editia a 3-a, prefata de Al. Cistelecan, Editura 
Cartea Romaneasca, Bucuresti, 2006. 
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la schita unui desen diafan. Ca poet, Alexandru Vlad dezvoltS si in poezie ceea ce proza 
anuntase de mai demult ca o caracteristicS de prim rang a scriiturii: o adevSratS arts a 
subtilitStilor, dublatS de o perspective analiticS de vibratie adancS. Ceea ce Radu G. Teposu 
alirmasc despre proza din prima perioadS a creatiei poate fi, de aceea, perfect adaptat la natura 
fundamentals a Poemelor. „Preocuparea pentru reactia spontanS si imprevizibilS a 
comportamentului e minima, autorul nefind un psihologist, asa incat nu vom avea o radiografie 
a miscSrii vii, autenticiste. Interesul cade pe situatia emblematicS, genericS, pe situatiile 
existentiale fundamentale.” 5 Ori, ceva mai incolo: „[...] Alexandru Vlad stie sS coboare si in 
imediata apropiere a vietii, sS-i simtS freamStul si sS-i descifreze misterul ascuns. Efectul, in 
astfel de cazuri, nu e totusi de autenticitate clocotitoare, ci de cristalizare a realului in imagini 
seducStoare. Ochiul pare a observa lumea printr-un ochean colorat care hieratizeazS miscarea, 
gestica personajelor, fSrS a o indepSrta insS de esential.” 6 O iilosolic a chintesentei lucrurilor 
rezumS cel mai iidcl anatomia acestui lirism, in fond, a cSrei traditie poate fi identificatS, in 
limita unor diferente totusi pronuntate, in poezia pe care o scrisese la inceputul secolului 
douSzeci Robert Frost in America. 

Comparatie putin surprinzatoare, mai ales tinand cont de remarca pe care Virgil Stanciu 
o facea in comentariul dedicat Poemelor, unde ll aseza pe Alexandru Vlad in descendenta 
poetilor imagisti, de care poetul american se deosebea radical; despre aceasta delimitare clara 
a proiectului literar intreprins de autorul Mestecenilor vorbeste, dealtfel, Victor Felea, 
traducatorul Versurilor frostiene, in termenii unei independente absolute: „Frost s-a ferit de tot 
ce insemna climat literar livresc si cosmopolit, climat in care se complaceau un Ezra Pound sau 
un T. S. Eliot, preocupati de inovatii si experimente mai mult sau mai putin spectaculoase. El 
n-a aderat nici la miscarea «imagista», nici la vreun grup oarecare de poeti care ar fi avut un 
«program».” 7 Dincolo de acest criteriu al optiunilor formale, insa, paralela intre cei doi poeti e 
mai putin operanta prin cateva aspecte care traseaza linii de demarcatie intre modalitatea de 
realizare artistica pentru care opteaza fiecare: decorul rural si recuzita pastorala in poezia lui 
Frost si atmosfera abstracts si notatia cotidianului atemporal din care iau nastere poemele lui 
Alexandru Vlad, desfSsurarea uneori amplS a versurilor in cazul poetului american (in Moartea 
unui zilier, ori Servitoarea servitoarelor, de pildS), care iau forma unor dialoguri ori proiectii 
narative ample, cateodatS, in comparatie cu dimensiunea concentratS, redusS la detaliul concret, 


5 Radu G. Teposu, op. cit.. p. 245. 

6 Ibidem, pp. 246-247. 

7 in Cuvant inainte la Versuri, Editura Tineretului, Bucuresti, 1969, p. 10. 
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a versurilor celui de-al doilea, ori, in fine, o anumita obiectivare si tendinta de impersonalizare 
in poezia lui Robert Frost careia Poemele lui Alexandru Vlad ii opun un discurs preponderent 
personal; lista disocierilor ar putea fi completata. Dincolo de astfel de puncte de divergenta, 
poezia celor doi favorizeaza un raport de tranzitivitate in cateva zone de importanta primara. 
Reduse la ce au mai esential, cele doua poezii vor trasa in maniere similare un desen existential 
profund, citit dincolo de amanuntele imediate. in ambele situatii, poemele vor iriza de fiecare 
data in subteran reflectia morala ca miza superioara (fara a aluneca in tentativa diacticista, 
insa). O spune foarte exact acelasi Victor Felea despre poezia lui Robert Frost si observatia e 
perfect aplicabila si la proiectul liric al lui Alexandru Vlad: „Lirica lui este, in sens larg, una 
autobiografica si confesiva, urmarind treptat reactiile sale dupa epoci si varste, dupa situatiile 
concrete ale propriei vieti. Toate acestea se petrec insa in cadrul unui temperament echilibrat, 
in care inspiratia e stapanita si, pana la un punct, dirijata.” 8 E ceea despre ce vorbea si Gheorghe 
Craciun intr-un eseu dedicat aceluiasi poet american, lamurind, totodata, problematica rurala 
din poezia acestuia ca nefiind un scop in sine, ci mai degraba un mijloc: „Natura sau munca nu 
reprezinta insa pentru Robert Frost teme poetice in sine, ci elemente fundamental legate de 
viata omului, care obliga la meditatie si transformarea simplei perceptii in idee durabila.” 9 Un 
fel de „cantec al varstelor” articuleaza versurile celor doi, transpus insa pe partituri diferite. 

Indiferent de orientarea lui, poemul lui Alexandru Vlad va croi peste tot monografia 
ideilor si a starilor cu o delicatete aproape siderala. O poetica a evanescentei in toata regula 
poate fi ghicita in spatele acestui lirism, prin rafinamentul dus la extrem al radiografiei 
interioare. O demonstreaza un pasaj din Evolutia sentimentelor, care exemplifies prin excelenta 
gesticulatia fragila ce animeaza cele mai multe dintre poezii: „Si uneori, ca din sen in mi-e dor 
de ea./ Atat de fin, atat de putin/ Ca incremenesc in mijlocul unui gest.” Aici, ca si in restul 
poemelor senzuale, efectul ce rezulta in urma prelucrarii inefabilelor e dublat de broderia 
Candida a menuetului amoros. Fara sa se rezume doar la atat, insa, cele mai multe dintre ele vor 
altema reflectia gratioasa cu ecoul grav al meditatiei existentiale discrete. Intr-o astfel de 
structura polifonica functioneaza versurile din Ultirn cantec pentru Any, in special cele de final, 
difuz elegiace, ori, si mai sugestiv, cele din Poem, o constructs totala prin felul in care 
asimileaza majoritatea liniilor de importanta ale acestei poezii: analiza fizionomica prin care 
debuteaza poemul, care traseaza coordonatele cadrului natural si amanuntele de ordin fizic ale 


8 Ibidem , p. 17. 

9 Gheorghe Craciun, Aisbergul poeziei moderne, editia a 2-a, cu un Argument al autorului, postfata de Mircea 
Martin, Editura Paralela 45, Pitesti, 2009, p. 161. 
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figuriatiei lirice, erotismul difuz echivalent cu o „transfuzie magnetica” si, in fine, confesiunea 
personala din final, care amplified la cote maxime campul electric in jurul caruia graviteaza 
poemul: „locul e acesta, si de cativa ani astept,/ dregand stangaci lucruri care-mi cad din maini. 
potopit de arsita./ si incet-incet mi s-au strecurat in suflet senzatia covarsitoare/ ca toata viata 
mea, de atunci si pana acum, cu toate realizarile ei,/ certitudinile cate-au fost/ familia, copiii de 
care sunt de multe ori atat de mandru,/ iesirile in lume, serile in care am fost aplaudat/ ca semn 
de recunoastere a unor merite academice,/ casa langa care am sperat sa-mi gasesc linistea, toate- 
toate, in toata inlantuirea lor,/ nu sunt altceva decat o viata de second-hand./ de parca mi s-ar 
fi luat cu un gest lumina ascunsa in lucruri.” O intreaga arta poetica confine acest ultim vers, 
ce legitimeaza intreg proiectul liric al Poemelor. La Frost, celebrul Drumul pe care nu l-am 
urmat va fi echivalentul perfect. Citat si citit in mod repetat ca unul din poemele frostiene 
fimdamentale, acesta traduce detaliul existential printr-o metafora de mare efect: „Se departau 
in codru doua drumuri,/ Si trist ca nu pot merge pe-amandoua/ Si ca sunt doar un singur calator,/ 
Oprii si lung eu ma uitai la unul/ Care cotea departe prin padure.// Pornii pe celalalt, frumos si 
el,/ Avand ceva ciudat, imbietor,/ Cu iarba lui, si dornic sa ma poarte;/ Desi, atunci in zori, ele- 
aratau/ La fel aproape, si zaceau sub frunze// Pe care niciun pas nu le-nnegrise./ O, mai privii 
nostalgic catre primul/ Si-mi promisei c-o sa-1 strabat candva.../ Dar eu stiam ca drumurile-s 
multe/ Si nu ma mai intorc din calea mea.// Le-oi povesti cu un suspin acestea/ De-acum incolo 
secole intregi:/ Se departau in codru doua drumuri;/ Eu l-am ales pe cel mai neumblat -/ Si, 
iata, asta toate le-a schimbat.” Ca o regula generala, in poezia lui Robert Frost problematica 
superioara se va confunda in multe cazuri cu simbolistica arborelui, in care poetul vede o borna 
a varstelor. 

La Alexandru Vlad, toate celelalte brese filosofice ori existentiale - cu pondere ridicata 
in volum - operate in regia textelor vor incerca resurectia unei aure solare, diafane, a lucrurilor, 
prin sondarea faptului fara pondere, nesesizabil, ca resursa primara, singurul in masura sa 
releve conturul primordial al ideii: teoria tacerii ( Liniste ), fizionomia inspiratiei ( Epitaful 
mgerilor), sau fragilitatea memoriei, inregistrata cu cerebralitate: „Nu pot sa-mi amintesc fara 
sa uit lucrurile mai intai./ Dispar pe jumatate, adasta prelinse din memorie/ sa vada daca le 
chem in ultima clipa inapoi.// Si cand am nevoie, mare nevoie de ele,/ imi trimit de-acolo de 
unde sunt o ilustrata monocroma.”, (Cum dispar lucrurile din viata mea). Cu aceasta din urma 
poezie se deschide o alta supapa in volumul scriitorului optzecist, aceea a poeziei de bilant, 
care contabilizeaza proportiile finale, rostita uneori cu un fior aproape sacramental, hristic, 
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nostalgic-in 11 orata in Un poem al echinoxistului la batrdnete, incordata in Hybris. In poezia lui 
Robert Frost, optiunea cea mai la indemana pentru evidenta finala e descrisa in tennenii unui 
paralelism vegetal: „Ma-ntreb mereu/ De ce ne place oare s-auzim/ Mai mult decat oricare 
sunet,/ Acel neobosit si vesnic freamat/ Pe care-1 scot in preajma caselor copacii./ Ii suportam 
intreaga zi/ Pana ce pierdem orice simt/ Al linistii si-al bucuriei;/ ii ascultam si parca-am fi in 
alta parte./ Ei ne vorbesc de plecari/ Dar niciodata locul nu si-1 schimba./ Ei ne vorbesc mereu, 
stiind prea bine/ Ca devenind intelepti si batrani/ Asta inseamna sa ramai pe loc.” Cu o oarecare 
miza sobra sunt si poemele „naturiste” pe care le scrie Alexandru Vlad, in care sccnogralia 
exterioara devine prilej de exersare a vocatiei „biologice” demonstrata anterior in repetate 
randuri in proze; e aici o poezie construita dupa aceeasi logica a minimalismului aplicata 
anterior si la celelalte paliere tematice, in care poetul zugraveste prin detaliul expresiv peisaje 
exterioare ori activeaza secvente atemporale in tuse rapide, schitate insa cu migala anatomica. 
Cel mai reusit dintre ele, Acuarela de seara, e un adevarat festin senzorial prin concretetea 
intensa a viziunii: „E seara si orasul si-a amestecat culorile/ ca o acuarela umeda./ Vantul umed 
de primavara timpurie/ duce norii sa-i aprinda in rosul amurgului,/ dar norii-s umezi si nu ard.../ 
Umezi sunt si ochii trecatorilor,/ Asfaltul ud se joaca cu luminile,/ le rasfrra-n culori, le tese, le 
destrama/ si le scalda in apa curata de ploaie/ dizolvandu-le ca pe o panza.” Acuarela de seara. 
Cu astfel de episoade (care aduc putin cu poezia pe care o scrisese Seamus Heaney in Moartea 
unui naturalist), Poemele se aproprie cel mai mult de poezia lui Robert Frost; aici punctele 
nodale care leaga cele doua regii lirice sunt cel mai evidente, prin executarea ireprosabila a 
instantaneelor naturale. 

In deja-clasicul sau eseu „Traditia si talentul personal”, T. S. Eliot vorbea la un moment 
dat de ceea ce ar fi rolul fundamental al poetului: „Nu emotiile lui personale, emotii provocate 
de anumite evenimente din viata lui, il fac [...] remarcabil sau interesant. Emotiile lui personale 
pot fi simple, sau fruste, sau plate. Emotia din poezia lui va fi ceva foarte complex, dar nu va 
avea complexitatea emotiilor oamenilor care traiesc emotii foarte complexe sau neobisnuite. 
[...] Treaba poetului nu e de a cauta emotii noi, ci de a le folosi pe cele obisnuite si, facand din 
ele poezie, de a exprima sentimente inexistente in sfera emotiilor reale.” 10 E tocmai ceea ce 
defineste foarte fidel maniera in care a inteles si si-a valorificat poezia Robert Frost si, dupa el 
si cu alte posibilitati, dar nu fara rezultate mai putin concrete, Alexandru Vlad. Intersectate intr- 


10 T. S. Eliot, Eseuri alese, traducere din engleza de Petru Cretia si Virgil Stanciu, prefata de Stefan Stoenescu, 
Editura Humanitas Fiction, Bucuresti, 2013, p. 41. 
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o anumita poetica a chintesentei si semnificatiilor primordiale descifrate in cheie colocviala, 
poezia lor scanteiaza tainic intelesul superior al lucrurilor. 
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SACRED AND SACRALITY IN POSTWAR POEMS 


Bianca Cruciu, PhD Student, ’’Petru Maior” University of Tirgu Mures 


Abstract: Experience of the Sacred is particular to religious beings and seems to be in the poetic 
creations, in literature too. The sacred appears in human experience as a crucial point of orientation 
at same times it provides access to the ontological reality which is its source and for which homo 
religious thirsts. The sacred delineates the demarcation between sacred and profane.In this paper we 
offer a study about hierophany, sacrality in the postbelic poems. We focus on the religious symbols who 
are capable of expressing trancendance. 

Keywords: sacred, sacrality, faith, religious, poems 


Teritoriul Sacrului este unul foarte vast. Aparina ideii de sacru in cultura europeana se 
realizeaza pregnant in filozofia secolului al XVIII-lea prin trei modal itap culturale care permit 
construirea unei „religii naturale, emancipate de institupilc ecleziastice §i de rcvclapile 
religioase, aproband accentuarea cxpcricntci intime si sentimentale a divinului”. Antropologia 
adopta ideea unei naturi umane inzestrate cu un sinR al sacrului independent de religiile 
pozitive. Filozofia germana problematizand rationamentul Luminilor prin operele filozofilor 
Schelling, Schopenhauer, Kierkegaard, Nietzsche. 1 

Alaturi de problematica sacrului de-a lungul timpului au existat o seama de perccptii. 
Pentru Goethe, sacrul reprezinta ceva care leaga impreuna un mare numar de suflete adica 
reuncstc multiplicitatea in unitatea spiritului divin 2 . Pentru Roger Caillois sacrul reprezinta 
suma, numitorul comun al religiilor, 3 este “ideea-mama “a religiilor, dogmele si miturile ii 
analizeaza continutul, riturile ii utilizeaza proprictaplc iar moralitatea religioasa deriva din el. 
Dupa conceptia sa religia este „administrarea sacrului” 4 . 

Sacrul fiind marcat de divin, se deosebe§te de sfinlenie §i religiozitate care este parte a 
experien|ei umane, este traire si careia ii corespunde ideea de sacru si de rational. Privit ca 


1 Aurel Codoban, Sacru si Ontofanie, ed. Polirom, Iasi, 1998, p.49. 

2 Doina Butiurca, Introduces in estetica sacrului, ed. Ars Academica, Bucure^ti, 2008, p.16. 

3 Idem.p.17. 

4 Aurel Codoban,Op.cit.p.51. 
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apanaj al Divinital.ii sacrul exprima suprcmatia valorilor, binele fa^a de rau, infinitul fa^a de 
(Init. El este un fenomen paradigmatic nu pentru ca este incarcat de mister ci pentru ca e 
manifestarea unei puteri divine superioare omului. 5 E1 poate fi privit ca Absolut, ca 
transcenden|a, care se manifesto ca hierofanie. Aurel Codoban in cartea sa „Sacru si Ontofanie” 
afirma ca “sacrul nu se poate manifesta direct. Ca Absolutul nu poate aparea in puritatea sa, ci 
numai prin intermediul unei real i tat,i, alta decat el insu§i §i care este legata prin dialectica 
rela|iei cu profanul. 6 In acest mod iau na§tere categorii de hierofanii care au propria lor 
morfologie si reveleaza o modalitate a sacrului dar §i o situate particulars a omului in raport 
cu Absolutul. Singura forma sub care Absolutul poate sa fie prezent intr-un mod autentic in 
aceasta lume, este sacrul din constiinl,a noastra. Aceasta insemnand ca hierofania este urmarea 
sacrului in cxpcricn^a iar simbolul religios este consecin|a ei. 7 

Omul este creap a lui Dumnezeu, el tinde spre Absolut fie pentru „a se umple de El”, 
fie „a se identifica cu Acesta”. Acest tip de aspirate spre absolut se rcgascstc viu manifestata 
in Psalmii lui David: „Mare este Domnul §i laudat foarte/In cetatea Dumnezeului nostru, in 
muntele lui cel sfant/Intru bucuria bine inradacinata a intregului Pamant” (Ps: 47.1-2). 

in discursul literar perceptele dogmei se transfera libcrtapi de create. Arta respecta 
canoanele estetice prin metafora sau prin simbolistica. Sentimentul numinosului se rcgascstc 
adesea in artele poetice ale secolului XX - poezia “este o discipline initiatoarc in misterele 
sacre, ba chiar un loc mistic de uniune extatica cu sacrul spunea Nicolae Balota. 
Religiozitatea este sau poate fi o forma a unui profund sentiment de vcnerapc. Ea apare la pocp 
in mai multe feluri - la Tudor Arghezi, in poezia Psalm spunea 
„M-am pomenit gandindu-ma la tine 
si m-am simtit cu sufletul mai bine 
poverile-mi parura mai usoarc 
ca dupa binccuvantarc/si insctosat de tine §i flamand 
m-am ridicat din groapa mea cantand. 8 

In anumite poezii ale lui Arghezi, fascinatia timpului sacru pare sa fi pus stapanire pe 
fiinta omului dandu-i crcdinta ca viata pamanteasca e o goana care are drept scop debarasarea 


5 Doina Butiurca,Op.cit.p.l8. 

6 Aurel Codoban,Op.cit.p.79. 

7 Idem.p.79. 

8 Doina Butiurca, Introduces m estetica sacrului, ed. Ars Academica, Bucure^ti, 2008, p. 21 . 
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de urmarirea lui Kronos. Timpul, masurabil ca valoare profana si infinit ca dimensiune a 
sacrului devine obsesie a creaturii angajate in actul transgresarii propriilor limite. De aceea 
sentimentul ca axa timpului are un ieri si un maine dispare; omul se sustrage clipei profane 
inlocuind-o cu o valoare psihologica in care aceasta prin dilatare poate dobandi configurapa 
ctcrnitapi 9 : 

„Ziua de ieri s-a tinut dupa mine 


§i la o raspantie cu statui 
S-a intors, vazand ca nu-i. 

S-a pierdut neputincioasa si pribeaga 
Dupa ce vremea-ntreaga 
M-a urmat, pas cu pas, pana azi 
La amiazi.” (Poezia O zi) 

Unii pocti sunt fascinanp de timpul sacru, alpi prin mijloacele combinarii logice 
exprima sentimentul numinosului (Ion Barbu). Divinitatea omniprezenta si omnipotenta se 
regase§te in registrul simbolului religios al metaforei. 

„Atatea claile de fire stanci! 
gasi-vor gest inchis sa le rezume 
sa nege dreapta, linia ce frangi 
ochi in virgin triunghi taiat spre lume?” 

(Ion Barbu, Nostalgia originilor). 

Absolutul, simbolul, ritualul, fac parte din cxpcrienpi religioasa a liintci umane fiind 
obiectivate ca topos in opera literara. Este o cxpericnta care tine de raponalitatca semnificanta 
a sacrului, insumata con§tiin(ei religioase. In sfera de profunzime a crcapci, acest tip de 
cxpericnta este jalonat pe simboluri ale registrului cre§tin si precre§tin de semnificatii. Exista 
contexte in care hierofanii obiectiveaza nu numai nazuin(a spre Absolut, ci si opozitia dintre 
imperfecpunea omului §i perfec(iunea lui Dumnezeu. Prin acestea omul se regase§te pe sine, 


9 Mina-Maria Rusu, Poetica sacrului, Editura Institutul European, Iasi, 2005, p. 60 . 
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este sacralizat intr-o istorie care 1-a desacralizat punandu-1 in ipostaza de a descoperii 
sentimentul lumii. 10 

intre Dumnezeu, ca ipostaza suprema, absoluta a fiin^ei si om se realizeaza o relate 
fireasca dominata de doua coordonate. Una comuna, profana §i alta sacra. In dimensiunea 
fiintci umane i§i are originea fascinapa sacrului, stare extatica ce provoaca poezia. * 11 

In fiin|a umana se va afla locul intalnirii sacrului cu profanul, astfel in cat poetului ii va 
reveni sarcina sa-1 faca pe om consticnt de aceasta reuniune din sine luandu-1 parta§ la 
descoperirea unei alte fct,c a Lumii. Odata cu perioada marilor profcp, aparitia Mantuitorului 
deschide o alta perspective a inipcrii in sacra; nostalgia adamica este inlocuita cu jertfa de sine 
spre mantuire, ca mod de a redobandi spiritual paradisul pierdut. 12 

Mircea Eliade, in studiile sale, arata ca omul isi desfa§oara cxistcnta pc doua coordonate 
fimdamentale, una istorica §i alta religioasa echivalente cu trairea inipala in orizontul profan 
pentra ca apoi sa se produca intalnirea cu sacral. Consticnt ca pentra a-§i asigura accesul la 
sacra e necesar sa traiasca in Centra, omul face efortul de a-1 descoperi. Identificand etapele 
istorice ale rclatici omului cu Dumnezeu, Eliade observa ca dupa Facere divinitatea se 
comporta ca un Deus Otiosus §i provoaca proliferarea unor divinitap antropomorfizate, mult 
mai apropiate de om si care-i permit acestuia o imitafio dei. Pornind de la acest raponament 
rezulta ca in homo religiosus se nastc un microcosmos cu macrocosmosul care-§i proiecteaza 
stractura in fiinta umana; in el coexista macrocosmosul cu imaginea exemplara a cxistcntci 
umane. 13 

Concluzionam aspectele studiate prin a face precizarea ca prin poezie accesul la sacra 
se deschide ca o cale paralela cu aceea a misticilor, dar avand acccasi finalitate, intalnirea cu 
transcendentul, cu supraumanul. 14 
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13 Idem, p. 182 . 

14 Idem, p. 183 . 


713 






DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


2. Doina Butiurca, Introducere in estetica sacrului, ed. Ars Academica, Bucurcsti, 

2008; 

3. Mina-Maria Rusu, Poetica sacrului, Editura Institutul European, Iasi, 2005. 


714 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


BUJOR NEDELCOVICI AND THE NOVEL OF REDISCOVERY 
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Abstract: Having taken refuge in writing, escaping a harsh reality, Bujor Nedelcovici confessed that 
reality is nothing more than a path towards an imaginary world. In his novels, Bujor Nedelcovici divides 
his personality to each and every single one of his characters, avoiding, nonetheless, to speak about 
himself and using his characters to present the drama of his own existence. „Dimineata unui miracol” 
(“The morning of a miracle”) was released to the readers in 1992 and in Romania a year later. 
„Dimineata unui miracol” (“The morning of a miracle”) draws its subject from a real event presented 
also in the essay ,,Un tigru de hartie. Eu, Nica si Securitatea” (“A paper tiger.Me, Nica and the 
Security”).Bujor Nedelcovici is requested, by telephone, to go to a place near the Emergency Hospital. 
The apparently strange encounter surprises the author who will come to see his novel „AI doilea 
mesager” (“The second messenger”), which had been banned by Censorship, in printed form. Erasm, 
a character and name inspiredfrom real life, is the one who opens the novel „Dimineata unui miracol ” 
(“The morning of a miracle ”) and will lead the reader on the footsteps ofMaria, a character searching 
for the truth between the ruins of the past. 

Keywords: history, communism, novel, metaphysical, changes 


Evadat dintr-o realitate potrivnica, Bujor Nedelcovici a cautat in scris o salvare care sa- 
1 scoata din banalul cotidian „Realitatea nu ma multumea, ma plictisea si imediat imi spuneam 
o poveste pentru a elimina un segment din realul pe care eram obligat sa-1 traiesc (...)• Pentru 
mine realul nu este (decat un magazin) decat o trambulina pentru a ma arunca in imaginar si 
fictiune” 1 . in romane, Bujor Nedelcovici se divizeaza ca personalitate in fiecare dintre 
personaje, dar „evita sa vorbeasca despre el, insa se foloseste de personaje pentru a prezenta 
drama existentei lui” 2 . 


1 Cine sunteti, Bujor Nedelcovici ? Bujor Nedelcovici in dialog cu Sergiu grigore, Editura Allfa, Bucuresti, 2010, 

p. 81 

2 Idem - Ibidem, p. 108 
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Realul face trecerea spre imaginar si este responsabil si in scrierea romanului Dimineata 
unui miracol aparut in 1992 in Franta si in 1993 in Romania. Romanul a fost inceput in 
Romania, inainte de a pleca in exil si a fost reluat dupa stabilirea in Paris. Autorul marturiseste 
ca a siat cu el in franta cele cateva capitole ale romanului Dimineata unui miracol si le-a 
continuat vazand in ele un remediu impotriva nebuniei „Pentru a evita sa ma sinucid si nici sa 
nu innebunesc, m-am asezat la masa, am privit spre Sena si Notre Dame si am inceput sa 
scriu.” 3 . Ion Rotaru considera ca lui Bujor Nedelcovici ii este caracteristica „tendinta inovarii 
cu orice pret, ca Bujor Nedelcovici ataca mult batatorita tema a pseudoproblematicului 
«obsedant deceniu»” 4 . 

Romanul pleaca de la o intamplare reala amintita in eseul Un tigru de hartie. Eu, Nica 
si Securitatea, mentionata in capitolul 6 Cinematogrqfia, editurile, editorii si Cenzura. Intr-o 
zi, Bujor Nedelcovici, raspunzand la telefon a auzit o voce vorbind frantuzeste. Persoana de la 
capatul celalalt al lirului i-a cerut lui Nedelcovici o intalnire in vecinatatea Spitalului de 
Urgenta. intalnirea parea suspecta, fapt ce 1-a determinat pe Nedelcovici sa creada ca este o 
capcana a Securitatii. S-a intanit, totusi cu acea persoana care din sacul de marinar a scos o 
carte, un exemplar din Al doilea mesager care aparuse la Paris in absenta scriitorului ei. Era 
Erasm, personaj cu nume real ce va deschide romanul Dimineata unui miracol. 

Maria se trezeste intr-o dimineata din cauza telefonului care nu inceta sa sune. Erasm, 
prieten cu Iosif, a sosit in Romania si a cautat-o pe Maria pentru a-i oferi cartea Ilustratiipentru 
un roman neterminat, o carte a scrisa de Iosif. „0 carte in carte precum doua papusi rusesti” 5 . 
Prezenta lui Erasm ii aminteste Mariei mai intens de sentimentele pe care i le poarta lui Iosif. 
„I1 simt pe Iosif lana mine! Ii simt obrazul si pielea de pe gat pe care imi asterneam buzele!” 6 . 
Cartea ii reda placut glasul lui Iosif, Iosif autorul devenind Ionas - personajul (doctorul) si L.L. 
este un alter-ego al celor doi. 

Povestea Mariei pleaca de la „zbuciumarea pana la pragul nebuniei” 7 , de la neputinta 
de a ramane in Paris alaturi de Iosif de langa care se incapataneaza sa piece. Fosta artista, 
actuala croitoreasa, Maria incearca sa afle de ce nu a reusit sa ramana in Paris si ce se afla 
dincolo de iubire? Cu toate ca avea raspunsul era convinsa sa Iosif va fi incapabil sa-1 inteleaga. 

3 Bujor Nedelcovici- Opere complete 1, Editura Allfa, Bucuresti, 2005, p. 289; din prefata romanului Dimineata 
unui miracol 

4 Ion Rotaru - O istoria a literaturii romane, Editura Minerva, Bucuresti, 1971, p. 1127 

5 Cine sunteti, Bujor Nedelcovici? Bujor Nedelcovici in dialog cu Sergiu grigore, Editura Alfa, Bucuresti, 2010, 

p. 261 

6 Bujor Nedelcovici - Dimineta unui miracol, Editura Univers, Bucuresti, 1993, p. 27 

7 Ion Rotaru - O istoria a literaturii romane, Editura Minerva, Bucuresti, 1971, p. 1127 
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„...n-ar intelege ca dincolo de iubirea mea pentru el era un indemn mai putemic decat orice 
sentiment care se voia scos la suprafata si dezintoxicat...Un indemn atat de ascuns si dominator 
incat nu mai eram stapana pe mine.” 8 . 

Revenirea in tara a Mariei pare ilogica din punctul de vedere al prietenilor. Vladimir, 
fostul iubit plecase in America, parintii ei erau morti, din familia ei ramase doar o matuta 
batrana, in rest era absolut singura „erai multumita de munca ta? Ai fsot nevoita sa abandonezi 
pictura, sa pleci de la revista, apoi ai facut decoruri pentru fdme, iar acum cosi rochii pe care 
le vinzi prietenelor...” 9 . Dar tocmai de singuratatea aceasta avea nevoie pentru a se regasi, 
pentru a restabili legatura dintre ea si divinitate. 

Erasm n-a plecat, scopul vizitei lui a fost sa-i duca Mariei cartea, sa i-1 aduca in fata pe 
Iosif „nu stiu daca o sa va mai intalniti, eu insa sunt aici, acum, intre voi, mediatorul. Vreau sa 
va ajut! In special pe tine sa nu te pierzi!” 10 ; intr-un cuvant sa o scoata pe Maria din rutina 
existentiala in care se afla „muncesc, castig, am prietene, poate un amant...” * 11 . 

Drumul initiatic al Mariei pomeste de la textul cartii lui Iosif si se continua cu calea pe 
care trebuie sa paseasca, calea reprezinta si coborarea in Infem asemenea Zeisei Ishtar. 

Partea a doua a romanului debuteaza cu plecarea lui Erasm lasand in Maria dorinta 
arzatoare de schimbare „oricum...ceva trebuie sa schimb in viata mea!” 12 . Aceasta incepe 
transformarea prin modificarea interioara a casei in care locuia, aruncarea lucrurilor, hainelor 
vechi simbolizand eliberarea sufletului si a mintii de o vinovatie inconstienta. „Odaile par 
scoase de sub o povara ce le sufocase pana acum si impreuna cu ele Maria se simtea mult mai 
linistita.” 13 . 

Urmatorul pas in cautarea personala a Mariei este contactare medicului Horvath. 
Compozitorul Marcov, prieten comun al Mariei si al lui Iosif a facut posibila intalnirea Mariei 
cu psihiatrul Horvath. Afirmatia Mariei „Domnul doctor! Cred ca in urma cu trei ani am fost 
nebuna.” 14 il uimeste pe Horvath care cere lamuriri in privinta nebuniei nediagnosticata. 
Diagnosticul sau mai bine spus, scurta caracterizare a Mariei nu intarzie sa apara. Doctorul 
formuleaza cateva consideratii generale spunand „Sunteti o persoana hipersensibila, receptiva 
la tot ce va inconjoara si in special la schimbarile radicale, pierdeti usor energia langa indivizii 

8 Bujor Nedelcovici - Dimineta unui miracol, Editura Univers, Bucuresti, 1993, p. 33 

9 Idem - Ibidem, p. 81 

10 Idem - Ibidem, p. 49 

11 Idem - Ibidem, p. 49 

12 Idem- Ibidem p. 127 

13 Idem - Ibidem, p. 127 

14 Idem - Ibidem, p. 125 
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putemici si vitali, aveti un spirit critic flagelator si in acelasi timp nutriti nevoia unei sigurante 
interioare. Va aflati intr-un permanent conflict cu sinele ascuns, nu stiti sa va relaxati, chiar 
daca depuneti mult efort. Traiti uneori un refuz al bucuriei, o nevoie masochista in care va lasati 
antrenata de durere si suferinta, o tentatie spre dramatism si catastrofe care uneori devin un 
martiriu inconstient si fara cauze. Aveti stari de autoeroism.” 15 , avand grija sa revina la 
momentul de nebunie al pacientei - rana pe care si-a provocat-o la mana cand s-a intors in 
Romania. Concluzia celor doi este ca ,,mai putemica decat iubirea...este moartea” si „ca se 
poate muri traind” 16 considerand gestul Mariei o forma de anihilare a suferintei la nivel 
emotional prin experimentarea unei suferinte fizice. Experienta Mariei se poate traduce prin 
patrunderea intr-un loc numit dincolo de iubire de unde a fugit pentru a se salva si invia. 
invierea consta in reabilitarea ei ca fiinta din punct de vedere social, emotional, spiritual si 
psihic. 

Obsesia pentru timp si sfarsitul timpului care ii apartine, adica moartea, iubirea care 
ajunge la moarte se poate trata doar cautand remediul in cel care a provocat rana. 

Perioada petrecuta in spitalul de psihiatrie (adica sarbatorile de iama) au scos-o pe 
Maria pe calea pe care o cauta: impacarea cu sine, acceptarea. 

Pentru Maria, nevroza a avut un rol benefic fiind o modalitate de concentrare psihica 
pentru atingerea scopului cunoasterii. Nevroza este semnul unui individ superior care nu se 
multumeste cu explicatia lineara pentru a trece la starea de bucurie, pe pace interioara. „Toti 
suntem nevrotici, dar numai putini dintre noi incercam sa aflam cine si cum suntem.” 17 . Faptul 
ca Maria a reusit sa pastreze pentru un timp atat de indelungat amprenta afectiva a 
evenimentelor pe care le-a trait o transforma intr-un exemplar unic, un caz special de memorie 
afectiva. 

Boala Mariei este de forma metafizica, ea se ingroapa in cautarea unui timp idealizat 
din nevoia de a intelege ce se petrece cu ea si cu viata ei. Moartea pe care o experimenteaza, 
atat in relatia cu Iosif, cat si in camera muribunzilor o aduce la viata, in fond totul depinde de 
„acest gard care ne desparte! depinde unde ne aflam...” 18 . 

Ajunsa acasa, Maria da o petrecere pentru a-si anunta plecarea la manastire in speranta 
vindecarii cugetului avand in vedere vindecarea trupului si a mintii dobandite in spital. 


15 Bujor Nedelcovici - Dimineta unui miracol, Editura Univers, Bucuresti, 1993 p. 137 

16 Idem - Ibidem, p. 139 

17 Idem- Ibidem, p. 165; 

18 Idem - Ibidem, p. 170 
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Experienta la manastire reprezinta partea a treia, intitulata Semnul. Primavara la manastire 
alaturi de Epiharia, cea care a intampinat-o „putin surprinsa, dar cu acelasi zambet bland” 19 o 
va ajuta pe Maria care aprcurge un drum initiatic, sa-si alunge indoielile, sa-si recapete credinta 
pentru a capata mantuirea. 

Constiinta cuvantului cu care a inceput inceputul si cu care se va sfarsi sfarsitul, care 
stapaneste fiecare izbanda sau nereusita o afla in discutiile despre rugaciune pe care le are cu 
maica Theodora. Astfel dobandeste si explicatia harului „atributul imprimat ca putere in om, 
orizont infinit in fiinta si lumina spontana in sinele ascuns” 20 . in spital, Maria a inteles ca nu 
trebuie sa-i fie teama de moarte, insa n-a reusit sa ucida teama de a muri. Aceasta izbanda va 
fi totala doar in momentul in care-si va urea Golgota interioara. 

„Cautarea cerului de dincolo de cer” 21 a facut-o pe Maria sa inteleaga iubirea dincolo 
de eros, sa accepte si adevarul celorlalti; „Cine spune «noi» a decapitat adevarul celuilalt” 22 

Pe langa iubirea de aproape, Maria a inteles initierea la care a supus-o divinitatea pentru 
a o maturiza spiritual „altfel n-as fi reusit sa ajung aici, adica sa nu cresc ca o buruiana pe 
marginea unui drum care duce nicaieri, chiar daca si buruiana este darul Domnului pe acest 
acest pamant... sau poate sunt eu buruiana care a dat rod si care a fost ingrijita de propria mea 
mana in umbra degetelor care m-au tinut si m-au ocrotit tot timpul.” 23 . „Drumul care duce 
nicaieri” reprezinta, in aparenta, viata fara sens. Sensul apare in prezenta instantei divine. Am 
fi tentati sa spunem ca iubirea ofera sens vietii; nimic mai adevarat tinand cont ca Dumnezeu 
este dragoste. Intrebarea ramane „Ce se intampla dincolo de iubire? Teoretic nimic si totusi 
plecand de la manastire, Maria a invatat arta schimbarii cuvantului in viata, adica Rhema 
„facerea si desfacerea Logosului” 24 , „eu sunt in fiecare fraza si cuvant din ele. Faca-se voia 
Ta.” 25 

Atractia autorului pentru realitatea sensului si nonsensului este evidenta in descrierea 
celor doua petreceri, astfel viata reprezinta sensul imediat, iar moartea opusul ei. 

Finalul celei de-a treia parti o prezinta pe Maria dupa cinci luni de tratament spiritual 
incercand sa traiasca altfel decat pana atunci, in dreptate si adevar cu sine si ceilalti. De acum 


19 Bujor Nedelcovici - Dimineta unui miracol, Editura Univers, Bucuresti, p. 191 

20 Idem - Ibidem , p. 199 

21 Idem - Ibidem, p. 203 

22 Idem - Ibidem , p. 203 
23 Idem - Ibidem , p. 219 

24 Idem - Ibidem , p. 223 

25 Idem - Ibidem, p. 223 
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ea este pregatita pentru clipele de cumpana insa trebuie sa se inarmeze cu pace launtrica si 
seninatate. 

Lumina cu care a patruns Maria in ultima parte a romanului se raspandeste dincolo. 
Plina de energie, ea incepe sa picteze icoane pe sticla si sa se desparta de problemele care au 
legat-o atata timp. Dispare frica si odata cu ea si nelinistea. Pentru inceput, Maria se 
deconecteaza de realitate, dar reface definitiv legatura cu lumea exterioara in ultimul paragraf 
cand este anuntata ca Iosif este acasa. 
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THOMAS PYNCHON: THE ENCYCLOPAEDIC NOVEL 
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Abstract: The aim of this paper is to analyse two of the Thomas Pynchon ’s novels, The Crying of Lot 
49 (1966) and Inherent Vice (2009) in terms of ’’hysterical realism”/“recherchepostmodernism”. A 
very famous author, well known both for his postmodernist novels, with a remarkable density of 
information, in which the prevalent theme is that of paranoia, and his life lived away from the public 
eye (he is notorious for the silence on matters of self-reference and publicity), Pynchon continues to 
elicit the attention of the literary world. 

Key words: postmodernism, paranoia, enciclopaedic narrative, hysterical realism, maximalism 


According to most of the theorists and critics, Postmodernism in literature could not be 
contrived without reference to Thomas Pynchon’s literary works. As The Literary Enciclopedia 
mentions, “Thomas Pynchon is one of the most important postmodern writers, and his 
Gravity’s Rainbow (1973) is - arguably - the essential postmodern novel.” 1 Consequently, the 
author has been canonized in the 1980s as “the iconic author of American postmodernism” for 
producing “at least two masterpieces, The Crying of Lot 49 and Gravity’s Rainbow f 2 

His style, his cleverness and, equally, his encyclopaedic knowledge (Pynchon’s vast 
background in engineering physics, mathematics, and sciences, alongside with English 
literature must not be overlooked), his humour, and his craftsmanship make him a beloved 
writer of his generation. Some critics compared Pynchon’s works to those of Rabelais , 
Cervantes , Laurence Sterne , Edgar Allan Poe , Nathaniel Hawthorne , Herman Melville , Charles 
Dickens , Joseph Conrad , Thomas Mann , William S. Burroughs , Ralph Ellison , Patrick White , 
and Toni Morrison . For them, he is a brilliant writer, “an indisputably, uniquely gifted genius”. 3 


1 Sascha Pohlmann, Stefan Nico, The Literary Encyclopedia, 

<http://www.litencyc.com/php/speople.php?rec=true&UID=3673>. 

2 Inger H. Dalsgaard, Luc Herman, Brian McHale (eds.), Introduction to Cambridge Companion to Thomas Pynchon, 
Cambridge University Press, 2012, p. 4. 

3 Sam Anderson, “Incoherent Vice. My Thomas Pynchon Problem”, New York Magazine, online, August 2, 2009, 
< http ://nymag.com/arts/books/reviews/58182/index 1 ,html >. 
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Others consider that he falls under the modernist literary tradition of James Joyce, E. M. 

Forster, or John Dos Passos. To James Wood, Pynchon’s works are classified as pertaining to 
hysterical realism, alongside with Zadie Smith’s, Salman Rushdie’s, Don DeLillo’s, David 
Foster Wallace’s and others’. In one of his published articles, the critic reminds the main 
features of the mode: 

By “hysterical realism” I have meant a zany overexcitement, a fear of silence and of 
stillness, a tendency toward self-conscious riffs, easy ironies, puerility, and above all the 
exaggeration of the vitality of fictional characters into cartoonishness. The dilemma could be 
put dialectically: the writer, fearful that her characters are not “alive” enough, overdoes the 
liveliness and goes on a vitality spree; suddenly aware that she has overdone it, she tries to 
solve the problem by drawing self-conscious attention to the exaggeration. 4 

When reviewing postmodern writers, framed under the two main contemporary modes 
which he named “hysterical realism” and “informational realism”, respectively, James Wood 
always expresses his opinions towards the craftsmanship of writing plausible fiction and the 
requirements for not falling under the “hyperliteralism of the novel”: to cease exaggerating, to 
avoid telling us about the culture or about how we live, to give up filling the pages with all 
sorts of information from all kind of domains, the more so, as there are other forms of literature 
besides novel which aptly lend themselves to the avalanche of nowadays knowledge 
(journalism, cultural analysis, theory, nonfiction narrative, film), but above all, he insists upon 
creating human characters with an inner life, which interrelate one each other and whose inner 
lives connect to “the inner life of the culture” 5 . 

As concerns Pynchon’s characters, most of the critics agree upon the fact that his novels 
abound in the unreal, unconvincing, merely sketchy characters, or, even worse, illusive 
impossible ones, and that Pynchonian characters do not compare to autonomous, rounded 
characters to be found in any other classic or romanticist author: 

They have been referred to as ‘figures’, ‘interchangeable ciphers’ or even ‘cartoon 
characters’ - a fitting description, as one of Pynchon’s key influences is the comic strip. Their 
names immediately suggest their status as ciphers: some comically evoke the 1960s drug- 
addled counter-culture, like Zoyd Wheeler or Weed Atman {Vineland), some are Dickensian 

4 James Wood, “A Reply to the Editors”, n+1 Magazine , Issue 3, Reality principle. Fall 2005, 
<https://nplusonemag.com/issue-3/essays/a-reply-to-the-editors/>. 

5 Idem 
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emblematic names, like Tyrone Slothrop and Pirate Prentice ( Gravity’s Rainbow) or Herbert 
Stencil (V.) and some are outright parodies, such as the psychiatrist Dr. Hilario (The Crying of 
Lot 49). 16 

Pynchon prefers his fictional universe to be inhabited by characters which differ from 
the norm - he is an admirer of the lower, lost causes, recondite persons, kestrels, tough men, 
mean, offensive women, and dropouts. Therefore, Pynchon’s social world is complex and 
disturbed, but, as Millard remarks, “it involves an underlying sense of perspective and context: 
compared with what large systems consistently do to people, what most people do to each other 
pales in comparison.” Pynchon’s works are as intriguing as difficult to follow as concerns the 
plot because of their complicated twists and turns and their hermetic subject matter. In fact, his 
novels are an amalgam of plots and subplots, seeming with a ball of yam with too many tags. 

All the events, incidents, happenings can be perceived through characters’ actions and 
reactions, but even so, not everybody is granted the full access into the elaborate universe of 
the writer. Generally, readers must finish the novel by themselves, as if they have got a task, 
but it is the way Pynchon challenges the intellect of those who dare into the thicket of his 
fiction. Moreover, in order to better understand it, one must resort to scientific, historic, 
political support for a better grasp. 

Such is the case with two of his novels we considered for analysing, The Crying of Lot 
49 and Inherent Vice (2009), which, together with Vineland (1990) are considered to be a 
trilogy - all the novels are set in Southern California, in the late 1960s. 

The Crying of Lot 49 is the shortest one, but nonetheless a typical Pynchonian novel, 
having “a 'double movement’- whereby the frustrated quest for narrative certainty depicted 
within the pages of a novel is paralleled by the reader’s attempt to interpret it.” 6 7 

It is a novel about the craziness, the extravagance, the anarchy and the mysticism of the 
1960s, a novel about the people still searching for a balance after the World War II in a 
fragmented society, a novel about a pervasive sense of social and cultural chaos, a novel about 
communication, a novel which seems to want to fight against Maxwell’s Demon, the proprietor 
of information, and as such, the master of the order of the system. It is a novel about 
communication, although the characters in the novel do not quite communicate, and when they 
do it, because of the drugs and drinking, they do it wrongly, transmitting meaningless or 

6 Bran Nicol, The Cambridge Introduction to Postmodern Fiction , Cambridge University Press, New York, 2009, electronic 
edition, p. 91. 

7 Idem, p. 94. 
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distorted messages. Religion, language, sciences, all of the communication agents do not 
correctly function in the novel: the main symbol of order in the novel, Maxwell’s Demon, 
cannot be operated because it requires a certain level of communication, which cannot be 
attained but by the “sensitives”, the people having special mental abilities, (i.e. the ability to 
communicate): 

“Communication is the key,” cried Nefastis. “The Demon passes his data on to the 
sensitive, and the sensitive must reply in kind. [...] “Entropy is a figure of speech, then,” sighed 
Nefastis, “a metaphor. It connects the world of thermo-dynamics to the world of information 
flow. The Machine uses both. The Demon makes the metaphor not only verbally graceful, but 
also objectively true.” 8 

The importance of communication is rendered in terms of encyclopaedism, of science 
and technology. Pynchon insists that human interaction is based upon the same principles that 
govern physics. Entropy or the tendency of closed energy systems to move towards disorder, 
is a quantity that, in its two contexts, thermodynamics and information theory, characterizes 
not only all the forms of life in the universe, but all language, information and written material 
ever produced anywhere. In Edward Mendelson’s words, entropy is defined as a 
thermodynamics principle, as a measure of stagnation, but also as a structural metaphor, its 
effect being the gradual loss of energy, as in the information theory, entropy is the measure of 
the “uncertainty in a system” 9 : 

The book’s central metaphor is the thermodynamic concept of entropy, which for the 
moment may be defined loosely as the slowing down of a system, the calcifying decay of life 
and available energy on a scale that may be minute or global. Entropy is the principle within 
irreversible processes, the principle that, in Freud’s words, opposes the undoing of what has 
already occurred. 10 

Consequently, it pertains to communication, or better said in this case, with the lack of 
communication. Moreover, it is said that metaphors stand at the very beginning of the human 
world - the entire human experience of thought, action and language is patterned and organized 
in a metaphorical way. 

Pynchon has the merit of building, with a remarkable humour, such a complex social 
situation so that it absorbs you within it and forces you to experience it. Also, he potentiates 

8 Thomas Pynchon, The Crying of Lot 49, Harper Perenial, electronic edition, 1966, p. 65. 

9 Edward Mendelson, “The Sacred, the Profane and The Crying of Lot 49 ”, Harold Bloom (ed.), op. cit., p. 25. 

10 Idem, p. 12. 
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his characters with some incredulous, hilarious names, all based upon a closer or a remote 
reality. For instance, the name Oedipa suggests that this novel, too, belongs to the genre of 
detective story; also, it is a reference to Oedipus, the Sophoclean hero who, similarly, is in 
search for a solution to a problem involving a dead person, and possibly to the Freudian theory 
of Oedipal complex. Pierce Inverarity’s name, like most of the Pynchonian names, bears a 
suggestion too. Inverarity alludes to the latin veritas, “truth”, but, due to the prefix in-, it 
denotes quite the contrary, the evasiveness of truth. Actually, all characters’ names are symbols 
or ironic references to the epoch’s realities, or just satires addressing the American government. 

Pynchon’s choice for names is, obviously, a part of the intricate canvas of his novels, 
adding to the mystery and, at the same time, to the irony and humour of his works; symbols 
and allusions are to be met at every turning, such is the case with the most prevalent in the 
novel: the post horn, which stands for free communication. On the contrary, the muted hom 
stands for the impediment of communication, for the organisational secrecy, for silencing, as 
is the case with all types of gatherings around an ideal, a principle, an interest, be it 
brotherhoods, guilds, associations, organisations or cults. But communication helps humankind 
create an ordered space in the universe, whereas the lack of communication accelerates the 
process of the isolation, of alienation. 

The novel is a kind of a detective story, although a reversed one - the murder occurs in 
the end, whereas the investigation starts at the very beginning. The heroine ventures, or better 
said, is sent on a quest for knowledge - in fact, she has to execute the legacy of her now dead 
ex-lover, Pierce Inverarity, a Californian millionaire real estate developer. Oedipa decides to 
do her duty and goes to San Narciso, her ex-lover’s hometown, where she meets the other 
characters and gets into the whole Tristero mystery, with all its symbols, which may as well be 
nothing but a huge, complex joke played on her by her ex-lover. During her quest, she begins 
to acutely feel a sense of isolation - the world around her seems to be a world perpetually on 
drugs, maniac and full of conspiracies and illusions. The novel ends as Oedipa, who is alone 
and alienated from that society, having lost connections with the life she had before trying to 
uncover the mystery of the Tristero, sits in the auction room waiting for the crying of Lot 49, 
which consists of Inverarity’s stamps that have a muted post hom in their watermark, when she 
may discover the identity of the mystery bidder. Or she may not. As Bran Nicol puts it, 

Oedipa begins to wonder if she is going mad, and realizes towards the end of the novel 
that there are four alternatives for making sense of what is happening to her: (1) she has really 
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discovered a secret network; (2) this discovery is simply a delusion; (3) a vast conspiracy has 
been mounted to fool her into thinking she has discovered a secret network; or (4) she’s 
imagining such a conspiracy. She is unable to determine which one is the truth. 11 

With the Tristero conspiracy Oedipa vainly tries to solve, it is asserted that there is no 
standard ending at all, and within the larger structures of language and style, there can be no 
final answer, no true ending. Pynchon heightens fictions in order to create order and make 
sense of the world, but to tell how true such fictions are, or what their ultimate meaning is 
proves to be an impossibility. 

If read in allegorical key, The Crying of Lot 49 is a political novel. According to Charles 
Hollander, 12 due to the political and social context of the mid-sixties - “the paranoid climate 
of the times”, Pynchon, deliberately, chose allegory to tell his Menippean satire. 

Similarly, James Wood points to an allegory, commencing by saying, “Thomas 
Pynchon is the most allegorical American writer since Melville, and, for better or worse, the 
clear inheritor of Melville’s broken estate.” 13 And continues to judge the author for his novels 
which “behave like allegories that refuse to allegorize”, novels that add piles of meanings he 
denies, allegory being the principle of Pynchon’s fiction, which “elaborates an allegorical 
politics.” Quoting from the novel, “The only alternative was some unthinkable order of music, 
many rhythms, all keys at once . . .” Wood wonders what the vehicle of a “plotlessness” novel 
is, adding that Pynchon opposes a musical novel, with “many plots or tunes” to a government’s 
plot, since the writer believes in the importance of plurality of voices, which, the critic 
underlines ironically, offers people (readers included) many choices and that passes as 
pluralism. Although Pynchonian fiction is construed always upon a binary: “Either utopia or 
dystopia; either governance or dream; either too much meaning or not enough meaning.” 14 
Similarly, the end of The Crying of Lot 49 poses a dual choice: exile or madness, the illusive 
organisation, Tristero, really exists or it is only Oedipa’s hallucination. 

And Wood concludes in his unmistakable style: 

Pynchon uses allegory to hide truth, and in so doing expands allegory into a fetish of 
itself. [...] But what is left when allegory does not believe in the possibility of truth is not 


11 Bran Nicol, op. cit., p. 95. 

12 Charles Hollander, “ Pynchon, JFK and the CIA: Magic Eye Views of The Crying of Lot 49 ” — Pynchon Notes 40-41 
(1997): 6l-106,<http://www.ottosell.de/pynchon/magiceye.htm>. 

13 James Wood, “Thomas Pynchon and the Problem of Allegory”, The Broken Estate. Essays on Literature and Belief, 
Pimlico 2000, electronic edition. 

14 Idem. 
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allegory but merely the allegorical ; or a dogmatic faith in the allegorical. What is left are novels 
that draw attention to their own significations, which hang without reference, pointing like a 
severed arm to nowhere in particular. 15 

Thomas Pynchon’s seventh novel, Inherent Vice (2009), is another detective story. It is 
his third novel of the above mentioned trilogy, whose action is set in Southern California, in 
1970. Reviewing the book in 2009, Michiko Kakutani opinionates: 

Inherent Vice is a simple shaggy-dog detective story that pits likable dopers against the 
Los Angeles Police Department and its “countersubversive” agents, a novel in which paranoia 
is less a political or metaphysical state than a byproduct of smoking too much weed. 16 

Inherent Vice abounds in particular spatial and cultural references, as Pynchon does not 
contradict his encyclopaedic style: San Pedro, the Manson Family killings, Robert Moses, the 
architect, films: The Postman Always Rings Twice (1946), Ghidorah, the Three-Headed 
Monster (1964), musicians: Fapardokly, The Beach Boys, The Rolling Stones, the Archies, and 
the epigraph, “ Under the paving stones, the beach!" referring to the events of May 1968 in 
France, in short, a revolutionary movement and the beginning of the direct democracy, and for 
the characters in the novel, an invitation to dare. 

The paving stones stand for the changes, for the human interference in the natural 
preordained arrangement and that was one of the discontents, among others, of the 
revolutionaries from France, les soixante-huitards. Likewise, Golden Fang, the “Indochinese 
heroin cartel” stands for the global capital and opposes to the idyllic Lemuria, the fantastic 
place longed for by people under the influence of psychedelic drugs. 

The protagonist, Larry Sportello (Doc) is a private investigator, who indulges in 
drinking and pot smoking. Contrary to the typical hard-boiled private eye, Doc is a 
countercultural type. He wears his hair in a “fairly presentable foot-and-a-half-diameter white- 
guy Afro” and is the opposite of tall and imposing, but, apparently determined: “What I lack 
in a/-titude,” Doc explained for the million or so-th time in his career, “I make up for in at¬ 
titude.” 17 He investigates and is investigated, in his turn. 

Again, Pynchon proves highly imaginative as concerns characters’ names, choosing 
bizarre, yet humorous combinations, being ironic especially when it comes to policemen’s and 


15 Idem. 

16 Michiko Kakutani, “Another Doorway to the Paranoid Pynchon Dimension’’, The New York Times online, August 3, 
2009, < http://www.nytimes.com/2009/08/04/books/04kaku.html? r=0 >. 

17 Thomas Pynchon, Inherent Vice, Penguin Press, New York, 2009, p. 17. 
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federal agents’ names: Bigfoot Bjomsen, agent Borderline (suggesting an emotionally unstable 
personality as the noun is part of the name of a psychiatric condition. Borderline personality 
disorder), agent Flatweed (suggesting a novice, an unimportant person, someone who could be 
eaten alive, as the plant is edible). In fact, all the names are very sonorous and funny, and, 
maybe a befitted characterization: Petunia Leeway (leeway means “a degree of freedom of 
action or thought”), Scott Oof (oof is an exclamation expressing discomfort), Sledge Poteet 
(again, an oxymoron, combining the French word petite with the noun “sledge”, a large and 
heavy hammer), etc. Yet, many critics maintain that like all Pynchon’s characters, these too are 
only sketched. As Kakutani puts it: 

The characters in this novel, however, are decidedly less three-dimensional. With the 
exception of Doc, who has a vague, poignant charm, they bear less of a resemblance to the 
fully human heroes of Mason & Dixon than to the flimsy paper dolls who populated much of 
his earlier fiction: collections of funny Pynchonian names, bizarre tics, weird occupations and 
weirder sexual predilections. Many seem to exist for no reason other than that Mr. Pynchon 
dreamed them up and inserted them into the story, to fill up space or to act as vague red herrings 
in Doc’s quest to find Shasta and ensure her safety. 18 

Three-dimensional or not, the federal agents, doctors, officers, vice dolls, stoners, 
surfers, musicians, draft dodgers, all the characters in the novel gather and disband, all 
connecting and intersecting, loving or hating each other, designing a story, a multi-branched 
plot. But as Kakutani remarks, “Mr. Pynchon’s picaresque plots, of course, are Christmas trees 
on which he can hang all sorts of ornaments, tinsel, garlands and flashing lights, and the plot 
of Inherent Vice is no exception.” 19 

Like all Pynchon’s novels, Inherent Vice is a mixture of real and unreal, possible and 
impossible, seriousness and humour, and like all the three novels set in Southern California. 
Similarly, Pynchon’s Southern Californians are those typical inhabitants of the zone and of that 
particular time, young and adults, dopers, boozers, hippies, jazz fans, sex attracted, who 
“embody and even exaggerate, where exaggeration is possible, the anything-goes, we're-all- 
bozos-on-this-bus, no-hobbyhorse-too-lame-to-ride spirit that non-Californians often attribute, 
stereotypically if not always inaccurately, to the residents of that state.” 20 Moreover, everybody 


18 Michiko Kakutani, op. cit. 

19 Idem. 

20 Idem. 
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seems to be connected to everybody as if they form a network, and a complicated system of 
information circulates among them all. 

Yet, in spite of setting the plot in a precise American geography and creating 
Californian-like characters, Inherent Vice maintains one strand of continuity with the 
imaginary realms found in previous Pynchon works. Real(ism) do not exclude the unreal, but 
the solution to it is found in the occasional hallucinations induced to Doc by the consumption 
of drugs. The states induced could offer information, at least about the gist of his mind and 
permit the introduction of surreal, uncanny parts without breaking the (realistic) conventions 
of the detective story genre. 

Pynchon uses the concept of inherent vice as an extended metaphor in an attempt to 
demonstrate once more that individuals are subjects to the complex system of the world with 
its social, economic, historic, cultural components, and the system cannot be reduced to the 
desires, concerns, fears or beliefs of all humans, and, like in the case of the inherent vice of the 
goods, people cannot be held liable for their inherent faults (original sin included). And there 
is always hope. The last lines of the novel show the protagonist driving through fog and 
meditating upon the future: 

For whatever would happen. For a forgotten joint to materialize in his pocket. For the 
CHP to come by and choose not to hassle him. For a restless blonde in a Stingray to stop and 
offer him a ride. For the fog to burn away, and for something else this time, somehow, to be 
there instead. 21 

From a penmanship point of view, the end not only justifies the means, but the form, 
too. That is, on the impetuous background of the American society at the beginning of the 
seventies, hysterical realism is a justified choice. Besides, as long as the aim is to render the 
idea that the original sin or the inherent guilt are not always the root of all evils and even bed 
persons deserve sympathy, mercy, a second chance. 

As Millard concludes: 

What Pynchon may in fact have constructed is a novel of ideas in potboiler disguise, 
frankly if subterraneanly didactic, motivated more by the urgency of disseminating the core 
idea—the inherent tragedy and potential for disaster associated with certain forms of humanly 
built space and social organization—than by the aesthetic criteria of humanistic realism. 22 


21 Thomas Pynchon, Inherent Vice, op. cit., p. 356. 

22 Bill Millard, op. cit. 
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That is why Thomas Pynchon, one of the major figures of the postmodern American 
literature, “despite (or because of) his formidable difficulty, polymathic range of references, 
personal elusiveness and reputation for outrage and obscenity” 23 , is considered the master of 
the paranoid fiction. The paranoid novels emerged in USA in the 1960s, amidst the Vietnam 
War and the Cold War. Besides, in that decade the whole world witnessed the assassination of 
John F. Kennedy and of Martin Luther King, the changes brought by Civil Rights movement, 
women rights movement, or the events of May 1968 in France, all these milestones leaving 
their hallmarks upon the entire humankind and creating a state of anxiety, inducing a 
conspiracy-thinking. People began to think that their minds were somehow manipulated. Under 
the circumstances, postmodern writers acted accordingly by telling stories of manipulation and 
taking-over. As Bran Nicol maintains, “we might suggest that Lyotard’s diagnosis of a decline 
in the belief in ‘metanarratives’ is paralleled by a rise in conspiracy narratives, alternative 
metanarratives in which disparate and apparently unconnected events can be linked together.” 24 

As such, it is not surprising that Pynchon’s fiction abounds in conspiracy narratives. 
His are encyclopaedic novels, very dense, with many plots and subplots, with tens of characters 
forever seeing connections and links and plots, and paranoid parallels, with hundreds of pages 
on which there is information from engineering physics, thermodynamics, mathematics, 
history, and what not, in the form of detective stories, which can be read in different keys - as 
political allegories, for instance, in which case, Nicol says, we are dealing with “too much 
meaning”. 25 In his maximalist writings, the plots of fully imagined fiction are entwined with 
plots of history or science, reason why the critic James Wood labelled Pynchon’s writing as 
pertaining to hysterical realism. 

As Wood maintains, 

At present, contemporary novelists are increasingly eager to “tell us about the culture,” 
to fill their books with the latest report on “how we live now.” Information is the new character; 
we are constantly being told that we should be impressed by how much writers know. What 
they should know, and how they came to know it, seems less important, alas, than that they 
simply know it. The idea that what one knows might—to use Nietzsche’s phrase—“come out 
of one’s own burning” rather than free and flameless from Google, seems at present alien. The 


23 Inger H. Dalsgaard et at. (eds.), op. cit Introduction, p. 1. 

24 Bran Nicol, op. cit., p. 96. 

25 Idem, p. 98. 
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danger is that the American fondness for realism combines with this will-to-information to 
produce a hyperliteralism of the novel. 26 

The critic reproaches the contemporary authors their penchant for informational novels 
(or novels of ideas), as they fill hundreds of pages with all their knowledge from different 
domains of science and technology instead of offering only “life.” Wood’s guiding principle is 
“lifeness” and when a writer over-imbues his or her prose with facts and data, in the detriment 
of the life on the page, when the characters in these novels are not really alive, not fully human, 
the outcome is anything but realism. He coined the phrase “hysterical realism” in order to 
describe novels that are characterized by chronic length, manic characters, frenzied action, and 
frequent digressions on topics secondary to the story. And such is the case with Thomas 
Pynchon, who he put under the same umbrella with Zadie Smith, Salman Rushdie and other 
postmodern novelists. 

In his turn, Dale Peck, although admits that Pynchon is a very gifted writer, saying that 
“Pynchon should have been what Melville was” 27 , sees only the zaniness, the slapstick, and 
“the same one-dimensional commentary on contemporary society” in Pynchon’s novels. 
“These, in fact, are the parts of Pynchon that recent writers have imitated, but both Peck and 
contemporary novelists seem oblivious to the deeper, darker aspects of Pynchon’s works, the 
hallucinatory grandeur of his vision”, as Eric Ketzan insists. And he adds: “Pynchon, however, 
aims to capture a larger picture: history, war, sex, and death as they affect society and the 
human psyche in general. In the process, Pynchon loses focus on the people, the believable 
characters, that interest Peck the most.” 28 

On the other hand, there are those critics who disagree with Wood and Peck, saying 
that they use nineteenth century criteria to judge contemporary literature, without taking into 
consideration reality: “These are hysterical times” 29 , Zadie Smith maintains, consequently, 
twenty-first century realism cannot be of the same kind with the nineteenth century realism, 
and as such, the mode is appropriate for the period of time spanning from the 1960s up to the 
present. The complex world with its turbulent existence is adequately rendered in The Crying 
of Lot 49 and Inherent Vice. On their pages, through the amalgam of the multi-plotted detective 


26 James Wood, “A Reply to the Editors”, op.cit. 

27 James Atlas, “The Take Down Artist”, The New York Times online, October 26, 2003, 

< http://www.nytimes.com/2003/10/26/magazine/26PECK.html >. 

28 Eric Ketzan, “In Defense of Joyce and Pynchon. A Response to Dale Peck’s Hatchet Jobs”, August 27, 2005, 
< http://www.themodernword.com/columns/slightly foxed 0Q3.html >. 

29 Zadie Smith, “This is how it feels to me”, The Guardian online, Saturday, October 13, 
2001 <http ://www. theguardian. com/books/2001/oct/13/fiction. afghanistan>. 
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story presence, numerous characters, hallucinatory events and actions, dense information and 
the rest of ingredients, readers may perceive cultural, social and political aspects of the USA 
in the 1960s with all the problems, but as fictionalized as it is, nonetheless a fresco. 

Irrespective of the approaches in analysing his writings and of critics’ views on his 
style, Thomas Pynchon remains one of the most prominent contemporary writers and his 
encyclopaedic novels the well deserved place within the canon. 
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PhD Student, ’’Petru Maior” University of Tirgu Mures 


Abstract: When a "gypsy"girl makes her entrance in a literary text, the mores of society that previously 
functioned perfectly, are destabilized, being attacked by a dangerous presence that threatens traditional 
heterosexual couples ’ relationships and traditions. Her appearance reflects in fact a model society 
where morals come into question; all theories and principles governing the basic heterosexual relations 
and property rights being blown up. The theories and principles mentioned are only unsafe because 
society actors doubt them, but the act of sex change and to withdraw the camp "Gypsy", above all 
localities non-Roma in the mountains (the above must be understood and ad literally and 
metaphorically), the Rroma character shows her con tempt for the values of the society in which she is 
expected to live. She has often been put in the imaginary plane of the story about the underground 
forces, he could even defeat, hence the tendency to demonize a jovial. In 1865, Haltrich retains a caption 
about "Gypsies"persecuting Jesus, St. Peter and St. John, who on their imaginary road on earth, tired, 
request shelter from a "gypsy" who, generous, offering them accommodation. The hostess’s husband 
returns from the pub, (opposite of the church), a place of moral decay, chases them away, so that he 
was tormented by demons. 

Keywords: destabilizing, ludic, morality, society. 


Daca vrem sa intelegem radacinile tropului tiganesc in literatura, un studiu al aparitiei 
lor chiar de la aparitia lor in Europa se dovedeste folositor, ei provocand ingrijorare in ceea ce 
priveste proprietatile oamenilor deja in momentul primelor aparitii. Dupa cum citim in Gypsy 
Identities 1500-2000 From Egiptcians and Moon-men to the Ethnic Romani, de David Mayall, 
ei au creat o stare de neliniste inca din primii ani in care au aparut in Anglia, era o obisnuinta 
in randul scriitorilor care se ocupau de tigani sa raspandeasca imagini prefabricate despre 
caracteristicile si caracterul grupului, adoptand trasaturi ca parul negru, ochii caprui si pielea 
maslinie. Cand de exemplu, acesti scriitori au fost confruntati cu copii din taberele tiganesti 
care nu corespundeau sabloanelor preconcepute, scriitorii au pretins ca acei copii nu puteau fi 
tigani adevarati, deoarece trebuia sa fi fost copii furati de la parintii lor Gaje, non-rroma. 
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Exemple ca aceasta sunt atat de frecvente cS nici nu mai par relevante. 1 Procesul de 
categorizare, etichetare si reprezentare sunt, de fapt partea cea mai importantS a relatiilor dintre 
majoritari si minoritari, modeland si Hind modelate de cStre reactiile populare si atitudinile 
tarilor sau politicilor. Imaginea unui grup poate duce la o reactie specifics, la fel cum o reactie 
specifica poate duce la crearea si legitimizarea unei imagini. in cazul in care adoptSm 
perspectiva autoritStilor sau ziarelor, imaginea se va schimba enonn. CSrutele nomazilor 
asigurS o viatS insalubrS, copii lor, in loc sS meargS la scoalS sS fie educati ca ceilalti copii de 
varsta lor, se ocupS de cersit, de furat, de inselSciuni. Mama lor sau sora lor, ’’tigancS” se ocupS 
de aceleasi lucruri (nu rareori ea isi invatS copii sau fratii trucurile meseriei), la care se adaugS 
prostitutia-pestele ei fund sotul, fratele sau tatSl, ea devenind proprietatea lor de care ei se 
folosesc, si o aruncS in strSzi in momentul in care nu mai este tanSrS si frumoasS de ajuns sS 
atragS clientii albi. TrSiesc inconjurati de niste caini slabi sfrijiti si cai scheletici, animalele sunt 
la fel de dusmSnoase ca proprietarii lor, din cauza mizeriei fizice si morale in care isi due traiul 
de la o zi la alta. ’’Tiganca” de data aceasta nu este imbrScatS in culori si piese de vesminte 
atrSgStoare, ci in niste zdrente gSsite in gunoi, ochii sSi nu mai ard de nicio dorintS, poate de 
singura dorintS de a-i intinde o capcanS strSinului, nu ii pasS de copiii sSi, neplStind nicio taxS 
si uitand sS isi trimitS copilul la scoalS, care in felul acesta rSmane in tabSrS sau in colibele de 
la periferii, continuand ceea ce a mostenit de la pSrinti. ’’Sensul amenintSrii, al pacostei, al 
primejdiei, al conlictului si confruntSrii directe dSinuiie in fiecare element al acestui portret.” 2 

Tiganul era deseori pus in planul imaginar al povestii in legSturS cu fortele subterane, 
pe care le putea chiar invinge, de unde si o tendintS spre o joviala demonizare. in 1865, Haltrich 
retinea o legends in care ’’tiganiul” ii persecuta pe Isus, Sf. Petru si Sf. loan, care in imaginare 
drumuri pe pSmant, obositi, solicitau adSpostul unei ’’tigSnci”, care, generoasS, le oferea 
gSzduire. Sotul intors de la crasmS, loc al decSderii morale opus bisericii, neindurStor ii goni, 
motiv pentru care fu afurisit si chinuit de demoni. Dar gratie priceperilor sale, el le veni de hac 
acestora, pricinS pentru care fu condamnat la a se intoarce si a rStSci permanent pe pSmant. 
Captivitatea romilor intr-o lume contingents, neacceptarea lor in niciunul dintre spatiile 
imaginare crestine ale vietii de dupS moarte, incorigibilitatea sa in materie religioasS si implicit 
morals, erau considerate a fi argumente perfecte pentru esecul mesajului religios de a schimba 


1 David Mayall, Gypsy Identities 1500-2000 From Egiptcians and Moon-men to the Ethnic Romani, Routledge, 
London, 2004 

2 David Mayall, Gypsy Identities 1500-2000 From Egiptcians and Moon-men to the Ethnic Romani, Routledge, 
London, 2004, p. 2 
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ceva in structura sa morala. Valoarea euristica, la nivelul mentalului colectiv al lumii germane, 
a cestor naratiuni este confirmata de faptul ca o versiune a acestei povesti putea li culeasa si de 
fratii Schott de la svabi si publicata in mediul apusean cu titlul ’’Tiganul si dracul”. In orice 
caz, pilda negativa a ’’tiganului” era servita enoriasului ca un contraexemplu. Radicalizarea 
deviantei celuilalt trebuia sa aiba indirect functie de corectiv in interiorul culturii producatoare 
de discurs, careia i se cerea sa se fereasca de acesti ’’nelegiuiti” sui generis. Totusi, perceptia 
si raportarea la ’’tiganul generic” a ramas una duala. Atribuindu-i-se sau /si atribuindu-si calitati 
magice, divinatorii, supranaturale, la nivelul practicilor cotidiene el putea fi contextual 
valorizat pozitiv, desi, de regula, indivizii instrumentatori ai unor pretinse puteri ramaneau 
structural temuti si, ca atare, marginalizati”. 3 

Tiganca si proprietatea 

Sa luam un exemplu : Romanul Virginiei Woolf, Orlando : ’’Tribul cu care Orlando se 
acunde, a carui stil de viata exotic ofera nu numai scapare ci si o travestire, o deghizare, 
incapsuleaza in mod virtual toate stereotipiile care informeaza tropul literar al ’’tigancii”. Fiind 
izolati (...), aceste liintc sunt itinerante, si in rolul acesta, obiectele dorintei romantice ale lui 
Orlando.” Orlando, femeie in momentul respectiv, b se alatura in nomadismul lor, spalandu-se 
”in parauri, daca se spala vreodata” 4 Traind in afara oricarei proprietati private : ”nu se gasea 
macar o singura cheie, daramite o cheie de aur, in toata tabara”. Tabara servea ca antidotul 
perfect la relatia iritata si sensibila ce o avea Orlando cu mostenirea lui, ceea ce s-a complicat 
cu noul sau gen, el devenind femeie. ’’Tiganii”, in relatarea lui Orlando, nu au gen, femeile 
bind similare cu barbatii, cu exceptia momentului in care acestia comploteaza sa ii ia viata. 
Transfonnandu-se in femeie aspirand la statutul de ’’tiganca”, Orlando a devenit dezmostenit 
in ochii societatii britanice din trei motive relevante pentru era respectiva: ”Cele mai importante 
acuzatii aduse ei erau (1) ca era moarta deci nu putea avea nicio proprietate; (2) era femeie, 
ceea ce inseamna acelasi lucru; (3) era un duce englez care s-a insurat cu o anumita Rosina 
Pepita (o ”tiganca”-nota mea), o dansatoare, cu care a si facut trei fii, care acum isi declara tatal 
mort, pretinzand mostenirea proprietatii lui.” 5 


3 Marian Zaloaga, Romii in cultura saseasca in secolele al XVIII-lea si al XIX-lea, Editura Institutului pentru 
Studierea Problemelor Minoritatilor Nationale, Cluj Napoca, 2015, p.145 

4 V. Woolf, Orlando, A Biography, New York: Harcourt Brace Jovanovich, 1928, 1956, p.140 

5 Idem., p.168 
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lata argumentul nostru cel mai important, dovedit: cand o ’’tiganca” isi face aparitia 
intr-un un text literar, moravurile societatii care inainte functionau perfect, se destabilizeaza, 
fund atacate de prezenta primejdioasa care ameninta traditiile relatiilor traditionale in cuplurile 
heterosexuale. Aparitia ei reflects de fapt un model societal in care moravurile ajung sub 
semnul intrebarii, toate teoriile si principiile ce reglementau relatiile heterosexuale de baza si 
dreptul la proprietate fiind aruncate in aer. Teoriile si principiile amintite sunt numai nesigure, 
fiindca actorii societatii se indoiesc de ele, dar prin actul de schimbarea sexului si de a se retrage 
in tabara ’’tiganeasca”, deasupra tuturor localitatilor non-roma, in munti, (acest deasupra 
trebuie inteles si ad literam si metaforic), personajul rrom isi arata dispretul fata de valorile 
societatii in care se asteapta ca el sa traiasca. in textele ce urmeaza a fi anlizate, toposul 
’’tigancii” va indeplini mai multe functii: prin intruchiparea valorilor ce se afla in contrast cu 
nonnele societatii, ele devin simbolul haosului moral semnalizat de ele. In acest fel ele vor 
functiona si ca elemente modillcatoarc a tuturor circumstantelor, fara ca ele sa se modi lice 
vreodata, cu mici exceptii, bineinteles, anarhia obiceiurilor si deprinderilor putand fi distrusa 
numai cu distrugerea ei, to tala sau partiala-prin moarte/disparitie ori prin imblanzire. 

Aflandu-se dintotdeauna in pozitia subaltemului fata de majoritatea stability, detinand 
o reticenta fabuloasa printre cei non-romi ca si o istorie scrisa inexistenta sau lipsa totala a 
literaturii lor scrise proprie pana in deceniile recente, ceea ce ramane noua din istoria lor este 
acest amalgam al abjectului si al fascinantului din legislatiile europene si literatura universala, 
fiecare de fapt oglinzandu-1 pe celalat, intr-o oglinda care deformeaza apzitiv sau negativ 
imaginea data in repetate randuri.Cu cuvintele Juliei Kristeva, ”In acest fel, imbinat si tesut, 
ambivalent, un flux eterogen marcheaza un teritoriu pe care pot sa-1 numesc al meu deoarece 
Celalalt, salasluind in mine ca un alter ego, mi-1 arata prin aversiune. ” 6 Pornind de la ’’tiganca” 
vrajitoare din operele Shakespeare sau cea care desluseste atele incurcaturii din povestea 
pieselor italiene renascentiste si ajungand la cea contemporana cu noi, tropul literar al 
’’tigancii” intotdeauna intruchipeaza ceea ce este alter ego-ul femeii albe si simultan obiectul 
aversiunii, fiind exceptional de propice pentru aceste interpretari contradictorii dat fiind ca stim 
atat de putin despre ea, pana si ceea ce stim fiind pe jumatate legenda sau mit rural/urban. 

In timp ce in multe dintre operele analizate, aparitia ’’tigancii” nu pare atat de 
importanta ca prezenta protagonistilor consacrati, si in cateva, isi vor face simtita prezenta 


6 Julia Kristeva, Powers of Horror: An Essay on Abjection, European Perspectives, A Series of the Columbia 
University Press, New York, 1982, translated by Leon S.Roudiez, p.10 
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printr-o functie de simplu decor de atmosfera, eu consider ca totusi, figura aceasta serveste la 
o noua cheie de interpretare in fiecare poveste aparte, caci, daca nu au nicio importanta in ceea 
ce priveste povestea, de ce s-a gandit autorul sa le introduca? Sut convinsa ca ne va ajuta sa 
intelegem rolul jucat de ele chiar prin insasi rolul lor secundar, superfluu si aparent in nicio 
legatura cu find narativ. Vom vedea cum ele devin semnale aparte ale schimbarii situatiei date, 
provocand ordinea data in priele pagini din opere, ele destabilizand statu quo-u\ de dinainte, 
mari transformari intamplandu-se in momentul aparitiei lor: schimbari de perspective, 
schimbari de identitate, schimbari de relatii interpersonale,etc. 

Avand in vedere multele fatete ale figurii tigancii literare, credem ca metafora folosita 
de Abigail Bardi in pentru definirea ei in scrierea ei The Gypsy as Trope in Victorian and 
Modern British Literature, aceea a ’’globului disco” 7 , o metafora care pare sa incapsuleze 
maniera in care tiganul apare in literatura secolului nouasprezece ca trop literar care poate fi 
conligurat intr-un fel prescurtat (...) Initial, globul disco era o singura fateta a fenomenului 
disco, dar ulterior el a devenit atat de sinonimic cu conceptul disco si atmosfera lui transgersiva 
ca a ajuns sa semnifice evenimentul in stil club al anilor 1970. Daca am vrea sa cream ambianta 
anilor respectivi, de exemplu, ar fi de ajuns sa atamam pe tavan un glob disco. 

Cu toate acestea, este important de retinut ca globul disco nu cauzeaza un chef- el pur 
si simplu ll semnaleaza, desi cu ceea ce contribuie el la atmosfera este o functie cauzala in 
acelasi timp ce globul insusi nu detine nicio calitate festiva inerenta, ci tot ceea ce este in mod 
constant asociat cu el. intr-un mod similar, in textele in care le gasim (pe ’’tiganci”) simpla lor 
prezenta este un semnal ca, la fel ca in discoteca, moravurile sociale, in special domeniile strict 
regularizate din secolul nouasprezece, cele referitoare la proprietate, gen, sexualitate si 
identitate nationals sunt in curs de a fi destabilizate si rastumate. in timp ce la inceput 
’’tigancile” nu cauzau aceasta destabilizare si rastumare a regulilor, doar acompaniind-o, 
prezenta lor o semnalizeaza atat de putemic incat ele au ajuns sa para ca o cauzeaza, si intr- 
adevar, ulterior, pentru a fi martorii unei destabilizari, ajunge ca ele sa apara, ele devenind o 
prescurtare a destabilizarii insasi. (...) in acest fel ajunge numai sa le eradicam, sa le dispretuim 
si sa le batjocorim sau macar sa le imblanzim alteritatea ca sa ne reintoarcem la statu quo- ul 
nonnal de dinaintea aparitiei lor. in alte cuvinte, transgresivitatea semnalizata de ele se poate 
termina si cheful, cum era in timpul prezentei lor, se sfarseste.” 8 in acelasi fel, ”in gramatica 

7 Abigail Bardi in The Gypsy as Trope in Victorian and Moderrn British Literature, Univ. of Maryland, 2007, 

p.26 

8 idem, p.27 
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romanului din secolul nouasprezece, penetrarea tigancii are rolul unui modilicator care 
deformeaza, un trop literar central care explodeaza tot ce era drag inimii victoriene- mostenire, 
roluri de gen binare, sexualitatea reprimata si identitatea nationals britanica- si ii arunca in aer, 
in abnonnalitate.” 9 In cazul lui Orlando, aparitia ’’tiganilor” semnalizeaza nu numai punerea 
sub semnul intrebarii a moravurilor dar si a identitatii sexuale si a apartenentei la o clasa 
sociala, fiind cunoscuta aversiunea romilor fata de mosteniri si discursurile financiare, 
paradigma data de anturajul precedent Hind transformata. in Marile asteptari de Charles 
Dickens, (Great Expectations ), o vedem pe Estella, care este fiica criminalului Magwitch care 
are sange de ’’tigan” in vene, ceea ce ’’denota pentru autorul Dickens o personalitate 
temperamentala, pasionala din punct de vedere sexual. Miss Havisham, (mama ei adoptiva) nu 
a putut eradica mostenirea ei, ceea ce a reusit era sa o invete cum sa disimuleze sentimentele 
ei naturale prea putemice dupa o masca de indiferenta rece si o inaccesibilitate stralucitoare. 
(...) Estella a mostenit si aura misterioasa, parca o flacara de la Molly (mama ei naturala). 
Esenta Estellei este focul, nu gheata. Dispretul ei intens este ca un negativ fotografic a dorintei 
intense, raceala ei nu este o frigiditate impasibila, plictisitoare, dar una care arde. (...) Ea a 
invatat repede ca manierele de domnisoara mandra, distanta inving pasiunea nesupusa 
mostenita de la mama ei, o pasiune care o ameninta pe ea insasi. Holbandu-se la foe- ceea ce 
in cazul romanelor lui Dickens semnalizeaza emotii intense refulate-(...) ea vede in carbunele 
incinse, incandescente imaginea propriei emotii.” Ea este asemuita de Pip, indragostita de ea, 
cu o flacara de lumanare in jurul careia se aduna mai multe molii si creaturi ordinare, nedemne 
de mandra domnisoara. Fiind extrem de pasionala si senzuala sub masca de femeie frigida si 
calculate, ea alege sa se marite cu ’’molia” cea mai respingatoare 10 , Mr. Drummle, lasandu-1 pe 
Pip cu ochii in soare. Ea a ales de fapt intre un barbat ngelic care o adora si o bruta stupida- 
putem suspecta ca a facut aceasta alegere fiind atrasa fizic de bruta, si nu a trebuit sa se 
sacrifice, cum s-ar credea. Daca s-ar li maritat cu Pip, pasionalitatea sa ’’tiganeasca” ar fi fost 
frustrata, deci a facut numai sa asculte de vocea sangelui mostenit. * 11 

Aphra Behn, prima femeie dramaturg din Anglia, a creat masca ’’tigancii” pentru eroina 
Hellena, care, prin decizia de a se deghiza in ’’tiganca”, reuseste sa se opuna regulilor societatii 
din era Stuart, evita o casnicie de interes, si, in timpul Camivalului, isi urmareste alesul. Piesa 


9 ibidem, 2007,p. 27 

10 Charles Dickens, Marile Sperante, Ed. Corint, Bucuresti, 2013. 

11 Harold Bloom, Modem Critical Interpretation of Charles Dickens’s Great Expectations, Infobase Publishing, 
2010, p.73 
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The Rover a fost jucata prima data in 1677, si ea ne arata standardul dublu al evaluarii 
feminitatii ce functiona pe atunci, un standard care le limita femeilor toate dorintele la trei 
taramuri posibile: manastirea, bordelul, ori caminul. Libertinismul social si moral al barbatilor 
nu se ingaduia femeilor, ele avand sansa sa aleaga dintre cele trei roluri rezervate pentru ele: 
fecioara, sotia sau tarfa. Extremele erau doua : femeia fecioraa, neprihanita si femeia tarfa, 
platita pentru serviciile ei sexuale. Cele care se aflau intre aceste doua extreme, se regaseau 
intr-un spatiu gol, nu a scara larga de roluri, cum ar ii natural, ea oferea ”toata marfa sau 
nimic” 12 . Protagonista Hellena se lupta pentru independents in timp ce mainile ei sunt legate 
de legile (scrise si nescrise) ce prescriau comportamentul corect in petire si maritis. in 
momentul in care ea se deghizeaza in ’’tiganca”, devine activa si capabila de a face lucruri 
inimaginabile pana ce s-a deghizat, arata ’’initiativa si curajul rezervate petitorului activ” 13 
Hellena cea feciorelnica, vazand posibilitatile si libertatile oferite de deghizarea sa in femeie 
rroma, jura dezobedienta fata de fratele sau in ceea ce priveste viata ei romantica, sa faca ”nu 
precum fratele meu intelept isi imagineaza (pentru viitor)...dar sa iubesc si sa fiu iubita” 14 
Hellena nu se aseamana cu celelalte femei din perioda respectiva, ea este o luptatoare care 
refuza sa fie subordonata barbatului, prin personalitatea ei putemica., ea isi urmareste 
pasiunea, ascultand de sexualitatea ei, in felul acesta ’’demasculinizand dorinta carnala” si 
’’sabotand construirea femeii ea o femeie ce se protejeaza si este o marfa pasiva” 15 In era 
respectiva, moravurile femeii erau dictate de ’’necesitatea subordinarii si obedientei feminine 
in fata barbatului” 16 , cum se poruncea in mai multe versuri biblice. Personajul Evei din Biblie 
a avut un impact atat de esential in alungarea omului din Eden, ca se propaga ”o convingere 
culturala ca femeia este slaba si pacatoasa” 17 . Dorinta feminina era o dorinta diaboleasca, o 
slabiciune ce trebuia eradicate, singurul act sexual acceptat din partea ei fund cea matrimoniala, 
a sotiei obediente care capituleaza in fata barbatului activ si cucernic. Dominarea femeii de 
catre barbat a condus la ’’masculinizarea dorintei- crearea femeii ca Cealalta si ca Obiect- ceea 


12 Aphra Behn, The Rover. Restoration Comedy, Ed. Trevor Griffiths and Simon Trussler, New Hern Books, 
London, 2005, p.164 

13 Helen M. Burke, The Cavalier Myth in The Rover. The Cambridge Companion to Aphra Behn, Eds. Derek 
Hughes si Janet Todd, Cambridge University Press, Cambridge, 2008, p. 122 

14 Aphra Behn, The Rover. Restoration Comedy, Ed. Trevor Griffiths and Simon Trussler, New Hern Books, 
London, 2005, p. 170 

15 Heidi Hunter, Revisioning the Female Body: Aphra Behn’s The Rover, Parts 1 and II, Rereading Aphra Behn: 
History, Theory, and Criticism, Ed. Heidi Hunter, Univ. Press of Virginia, Charlottesville, 1993, p. 104 

16 Ann Hughes, Puritanism and Gender, The Cambridge Companion to Puritanism, Eds. John Coffey and Paul 
c.H. lim, Cambridge University Press, Cambridge, 2008, p. 295 

17 Aphra Behn, The Rover. Restoration Comedy, Ed. Trevor Griffiths and Simon Trussler, New Hern Books, 
London, 2005, p.295 
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ce era esential de asemenea pentru ideologia sexuala care insista asupra faptului ca identitatea 
feminina trebuie mereu insotita de castitatea feminina” 18 . Prin adecvarea sexualitatii la 
asteptarile contemporane, barbatii puritani au redus rolurile posibile ale femeii la unicul rol de 
femeie. Domeniile posibile deveneau cele ale manastirii sau ale bordelului pentru femeile care 
nu mai erau acceptate. in timp ce societatea masculina era incurajata sa traiasca o adevarata 
revolutie sexuala, doamnele era limitate la treburile casnice ale unei mame si sotii. In cazul in 
care ravneau libertatea sexuala, obstacolele se prezentau in chipul legilor morale si al realitatii. 
Ideologia hedonista stimula pasiunile extra-maritale si multe femei erau capabile sa se sustina 
financiar, fara sprijinul unui barbat, totusi, daca se despartea de imaginea deliranta a fecioarei 
dragute, ea isi expunea vulnerabilitatea, putand primejdui prestigiul, dar si viata ei. In schimb, 
putea sa revina din aventura bolnava, sfidata sau insarcinata. 

’’Aphra Behn, prima engezoaica care-si castiga existenta cu scrierea pieselor de teatru, 
a creat un personaj feminin captivant, care a folosit deghizarea in tiganca avand scopul de a 
scapa dintr-o casnicie nedorita si sa-1 urmareasca liber pe barbatul care ii placea. in faimoasa 
piesa The Rover din 1677, masca de tiganca ii ofera marchi z ei bogate Helena siguranta si 
libertate de a cutreiera strazile Italiei in timpul Carnavalului, cautandu-1 pe Wilmore. La fel ca 
ceilalti protagonisti care se travestesc in tigani, Hellena isi poate folosi intelepciunea si 
elocventa, savurandu-si libertatea sexuala proaspat regasita in timp ce flirteaza cu Wilmore pe 
strazile din Napoli. Autoarea Behn ii da protagonistei deghizarea tigancii si prin aceasta o face 
mai puternica si o schiomba intr-un exemplu viu al feminitatii independente si emancipate pe 
un fundal carnivalesc unde rolurile de gen se inverseaza sau se desfiinteaza de tot.” 19 Dupa 
escapada ei, deghizata in ’’tiganca”, Hellena reuseste sa traiasca un fel de bucurie, scapand de 
casatoria aranjata de fratele sau, dar cu toate acestea, se marita, intrand in rolul sotiei, lupta 
pentru independenta sfarsindu-se. Scriitoarea Aphra Behn era un fel de ’’tiganca” in cazul in 
care prin aceasta figura se intelege libertatea sexuala, morala si independenta. Viata ei a fost o 
viata provocatoare pentru contemporanii ei, provocatoare de indignare. A petrecut mult timp 
in Guyana Olandeza si in Indiile de Vest, casatorindu-se pentru o scurta perioada cu cel al carui 
nume 1-a folosit. Era cunoscuta ca spioana britanica in Antwerpen in anul 1666. A fost arestata 


18 Heidi Hunter, Revisioning the Female Body: Aphra Behn’s The Rover, Parts I and II, Rereading Aphra Behn: 
History, Theory, and Criticism, Ed. Heidi Hunter, Univ. Press of Virginia, Charlottesville, 1993, p. 104 

19 Domnica Radulescu in Commedia Dell Arte s Tricks for Finding Freedom, Brief history of the Gypsy Role in 
Early Modern Europe , in Gypsies in European Literature and Culture , ed. By Valentina Glajar and Domnica 
Radulescu, Studies in European Culture and History, Palgrave Macmillan, 2008, p. 201 


741 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


din cauza datoriilor, ceea ce a motivat-o sa scrie piese de teatru. Era extrem de preocupata de 
egalitatea dintre sexe, ceea ce se exprima si in piese, dar si in romanul sau Orinooko din 1688, 
ea atacand subiecte tabu pana si in poeziile ei, subiecte cum ar fi atractia homoerotica, 
autonomia femeilor, sexualitatea femeilor, etc. 20 Numeroase eroine alcatuite de ea, cum este si 
Helena, sunt firi razvratite, care, prin faptele lor si prin intrigile tesute in jurul lor reusesc sa 
gaseasca roluri noi cu care sa se identifice femeia, intre fecioara si tarfa, aratand noi variatiuni 
pe o scara de valori si roluri inexistente inaintea lor. Femeia- o dovedesc aceste eroine- este 
capabila sa uite de pasivitatea ei, devenind fauritoare propriei destine, poate sa calatoreasca, 
poate sa cunoasca noi oameni, poate ”sa caute implinirea sexuala si fericirea personala” 21 . 
Toate acestea datorita deghizarii in ’’tiganca”, un travesti eliberator pentru femeia alba a 
perioadei. Ceea ce este ironic in travestiul literar respectiv este faptul ca in timp ce figura 
’’tigancii” era folosita ca o metafora pentru libertatea sexuala, pentru elocventa si nepasare 
pentru moravuri, femeia rroma, mai ales in Balcani, era o roaba, fara drepturi, fara a fi macar 
considerate umana. ’’Femeile care folosesc trtavestiul ’’tiganesc” in teatrul cpomic din secolul 
16. si 17., se elibereaza de constrangerile clasei sociale proprii si reusesc sa negocieze libertate 
economica cu libertate sexuala si cu libertatea de miscare. Dorinta lor de aceste trei nivele de 
libertate este atat de intensa incat pierderea statutului social si achizitia unui nou statut social 
perceput ca inferior- aceea a tigancii, devine nu numai irelevanta, dar un motiv pentru 
sarbatoare.” 22 
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Abstract: As a typical representative of the ’60s literary generation, characterised, among other things, 
by the reinterpretation of myths, Ana Blancliana includes several explicit and implicit mythological 
references in the poems of the volume “The Vulnerable Heel” (1966). We will hereby try to reveal and 
outline the new significances of these reinvested myths. Most of the references emerge from the classical 
Greek-Lcitin mythological substrate, enriched with diverse cultural representations on the theme of the 
human limited destiny and the destiny of the artist. We will analyze the possible interpretations given 
to King Midas, Ulysses, Atlas, the priestesses, Torquato Tasso, Orpheus and Eurydice, Phaedra, the 
wings, the claws, the mantle etc. 

Keywords: myth, symbol, Ana Blandiana, the Vulnerable Heel 


Pomind de la premisa ca mitologicul hrane§te literatura asemeni unei seve originare, 
vom incerca sa evidentiem semnificatiile poetice ce reies din tesatura de simboluri si din 
structura de adancime a poeziilor din cel de-al doilea volum al uneia dintre cele mai 
prodigioase scriitoare din literatura romana postbelica, Ana Blandiana. Demersul se justified 
cu atat mai mult cu cat volumul Calcaiul vulnerabil (1966) abunda in referinte mitologice 
explicite. 

„Intre elogiu si defaimare, poezia Anei Blandiana a avut un destin echivoc”, scria Petru 
Poanta in 1978, „ cartile de inceput au consacrat o mare speranta, pentru ca volumele de 
maturitate sa fie puse sub semnul indoielii.” 1 Chiar daca aceasta parere a fost fonnulata dupa 
doar 14 ani de cariera literara din cei 50 de ani existenti pana in prezent, ea surprinde in buna 
masura destinul literar al poetei, cauzat in cea mai mare masura de contextul politic nefavorabil 
artei autentice. Receptarea critica, de cele mai multe ori elogiativa - sau inexistenta in 
perioadele interdictiei de publicare - a remarcat atat constantele, cat si variabilele creatiei uneia 
dintre cele mai prolifice si complexe personalitati literare ale literaturii romane contemporane. 


1 Poanta, Petru, Radiografii, Ed. Dacia, Cluj-Napoca, 1978, p.231. 
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Referindu-se la caracteristicile generatiei, Manolescu vine cu o observatie ce tine de 
critica psiho-sociologica si care se verified intr-o foarte mare masura in corpusul poeziilor din 
acest volum: „Spre deosebire de poetii de dupa 1980, la care exista sentimentul unei intime 
solidaritati intre viata si literatura, generatia ’60 a fost partizana unei poetici a naturalului, 
resimtind dureros artiiicialitatca inerenta a oricarui text literar. Lucrul se explica, in conditiile 
reactiei lor la inghetul tematic si stilistic din epoca dogmatica, prin nevoia de sinceritate, de 
emotie asa-zicand „calda” care se vrea „vibranta” de adevaruri sufletesti nepervertite, 
declarandu-se ca atare si incercand sa faca sa triumfe sufletescul pur, fie acesta de ordinul 
senzualitatii, fie de ordinul convingerii morale.” 2 

Exista o mare schimbare de tonalitate si viziune intre primele doua volume ale Anei 
Blandiana, publicate la doar doi ani distanta. Exuberanta, frenezia si candoarea din Persoana 
intai plural (1964) sunt inlocuite cu mefienta, indecizia, frustarea, si scepticismul in Calcaiul 
vulnerabil (1966). Poezia primului volum „exultanta la modul ingenuu” evolueaza spre un 
„lirism meditativ, ritualic” 3 . Eul liric traieste o criza existentiala si etica, care este reflectata in 
poezie de sentimentul alienarii, al degradarii si al limitarii. Poezia acestui al doilea volum 
exprima stari de reflectie si de problematizare, nascute dintr-o constiinta scindata. Tonul este 
grav, reflexiv, dubitativ, uneori melancolic, alteori chiar revoltat. Laurentiu Ulici remarca: „Ce 
frapeaza in poezia mai noua a Anei Blandiana este tendinta de adancire in metafizic, de 
revizuire a conditiei psihologice in numele unei constiinte a frustrarii si al orgoliului nelimitarii 
si [...] migratiunea imaginatiei propriu-zis poetice spre discursul reflexiv” 4 , considerand ca 
plasticitatea este sacrificata in favoarea subtilitatii, fapt contestat, pe buna dreptate, de criticul 
Iulian Boldea: „reflexivitatea nu diminueaza deloc din plasticitatea imaginilor poetice; 
dimpotriva, imaginea poetica are, chiar atunci cand adaposteste ideatie si reflexivitate, camatie 
si fragezime, culoare afectiva si vibratie delicata a frazarii [,..].” 5 

O sursa certa a acestei plasticitati in acest al doilea volum de poeme sunt frecventele 
referinte mitologice explicite sau implicite, ca cea din chiar titlul volumului: Calcaiul 
vulnerabil - calcaiul lui Ahile; dar nu numai, caci calcaiul vulnerabil are o simbolistica mai 
larga si chiar mai veche, ancestrala, logica imaginativa 6 decurgand dintr-o logica biologica. 


2 Manolescu, Nicolae, Literatura romana postbelica — Lista lui Manolescu 1. Poezia, Ed. Aula, Brasov, 2001, 
p.271. 

3 Dumitru Micu in Dictionar de literatura romana, Ed. Univers, Bucuresti, p.63. 

4 Laurentiu Ulici, Comfort Procust, Ed. Eminescu, Bucuresti, 1983, p. 143. 

5 Iulian Boldea, Ana Blandiana (monografie), Ed. Aula, Brasov, 2000, p. 15. 

6 Jean Chevalier, Alain Gheerbrant, Dicfionar de simboluri, Ed. Artemis, Bucuresti, 1993, vol. I, p. 270. 
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Calcaiul serveste intr-un fel de baza fiintei umane, caracterizata de pozitia verticals. Cand e 
lovit la calcai, omul cade. Faptul ca sarpele sau scorpionul ataca cu predilectie aceasta parte a 
corpului, ii justifies vulnerabilitatea, dar si credinta unor triburi arhaice, cum ca in timpul mortii 
sufletul paraseste trupul iesind prin calcai. In mitologie, cel mai cunoscut este calcaiul lui Ahile, 
semizeu din mitologia greaca, erou homeric din Iliada, participant la razboiul troian, fiul zeitei 
Thetis si al lui Peleus. Nascandu-1, zeita 1-a scufundat in Styx ca sa-1 faca invulnerabil, dar un 
calcai a ramas neudat. intrucat profetul Kahlas ii prezisese sfarsitul in razboiul troian, Thetis il 
tinuse ascuns la curtea regelui Lykomedes unde a fost crescut si instruit de centaurul Hiron 
care 1-a brand cu maduva de leu, iar la maturitate i-a daruit o lance vrajita. Cum nimeni nu 
poate scapa de destinul sau scris, el vine totusi la Troia, chemat de Odysseus, unde e ucis de 
sageata otravita cu care Paris, fratele lui Hector, ajutat de zeul Apollon, ii ocheste calcaiul 
vulnerabil 7 . Dar acest calcai are similitudini cu calcaiul uriasului Cretan de arama, Talos, creat 
de Hephaistos si daruit regelui Mimos, spre paza Cretei (sau daruit de Zeus Europei). El ii 
ucidea pe dusmani printr-o extraordinary putere calorica interioara, dar a fost ucis prin magie 
de Medeia, care a izbutit sa-i scoata cepul ce-i astupa capatul unei vene de sange, eliberandu-i 
tot singele, fara de care nu mai avea putere 8 . Dupa cum se vede, vulnerabilitatea calcaiul are 
ecouri vechi in psihicul uman, nu doar din punct de vedere cultural, ceea ce confera forta 
expresiva conotatiilor simbolice ale titlului acestui volum al Anei Blandiana. Nu putem sti daca 
poeta a luat in considerare si acest al doilea mit in momentul alegerii titlului volumului, dar 
putem presupune ca forta interioara cathartica, transfiguratoare a spiritului poetic poate fi 
asemuita fortei interioare a uriasului Cretan, paznic al Cetatii, al unei civilizatii sau al Europei, 
iar aceste semnificatii ascunse comune, esentializate, pot rezida in inconstientul poetului, in 
forma arhetipala, existand posibilitatea unei determinari culturale si existentiale. 

Al.Piru interpreteaza titlul volumului chiar din aceasta perspective ontological „Faptul 
ca suntem muritori e calcaiul nostru vulnerabil si nu se salveaza decat cine poate accepta ideea 
de eternitate, moarte infinita” 9 . Acesta idee este sustinuta si de logica mitologica, daca e sa 
tinem cont si de faptul ca in mitul lui Ahile, dupa moartea sa, Thetis il rapeste de pe rugul 
arzand si-1 transporta in apoteoza de erou zcillcat in insula Leuke, o varianta pentru Insulele 
Fericitilor, unde isi incepe o noua existenta eterna. Destinul poetului este unul asemanator , de 
aceea Al.Piru merge mai departe constatand, ca si marea majoritatea criticilor, ca volumul 

7 Victor Kernbach, Dictionar de mitologie generala, Ed. Stiintifica si Enciclopedica, Bucuresti, 1989, p. 20. 

8 Ibidem, p. 569. 

9 Al.Piru- Poezia romaneasca contemporana 1950-1975, vol 2, Ed. Eminescu, 1975 p. 372. 


747 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Calcaiul vulnerabil are ca tema dominanta meditatia asupra conditiei lirice. in aceeasi idee, 
doar mai generalizata, Ion Oarcasu, considera ca in acest volum atentia poetei „se indreapta cu 
(Inetc si decizie spre cateva aspecte esentiale, care tin de conditia generala a omului 
contemporan” 10 . lata, deci, cum mitologicul hraneste atitudinea poetica, atat la nivel constient, 
cat si inconstient, si in cazul poetului, si in cazul cititorului, devenit consumator de mituri de 
gradul doi. 

Dupa parerea lui E. Simion * 11 , Calcaiul vulnerabil este cartea care individualizeaza 
talentul Anei Blandiana si-i arata disponibilitatile pentru temele mari ale poeziei. Dintre temele 
preferate ale acestui volum, trei sunt recurente in mod pregnant, in opinia lui: „cuvantul 
mistificator (si fatal, Poezia), radicalitatea morala (etica poeziei si etica existentei din afara 
poeziei) si, sub influenta lui Blaga, sentimentul de inserare in lume (revelatia mortii)” 12 . 

Neincrederea in cuvantul mistificator e o tema intalnita la toti poetii generatiei ’60, iar 
neincrederea in cuvinte aduce cu sine neincrederea in Poezie ca literatura, dar si ca si forma de 
a fi si implicit oroarea de mistificatie in ordine morala: Doamne, cata literatura continent! 13 
( Carantina ). 

O alta referinta mitologica foarte sugestiva poetic e comparatia destinului poetului cu 
destinul regelui Midas. Darul de a canta este tragic, poezia e o vina, o ispasire si poetul are 
soarta regelui frigian: tot ce atinge se preface in cuvinte; „realitatea devine astfel paupera, se 
conventionalizeaza, se transforma in simplu semnificant, iar intre referent si semn se sapa un 
abis. 14 ”,. Tragic mi-e darul, asemeni pedepselor vechi./ Ce stramos mi-a gresit ca sa-i port - 
lauri - vina?/ Tot ce citing se preface-n cuvinte/ Ca-n legenda regelui Midas.[...]// Cerul nu 
pot sa-l privesc - se-nnoreaza de vorbe, /Merele cum pot sa le muse impachetate-nculori?/ 
Dragostea chiar, de-o ating, se modeleaza infraze, / Vai mie, vai celei pedepsite cu laude. 
[,..]” 15 {Darul). 

E. Simion observa ca „Se naste, atunci, o poezie din meditatia asupra posibilitatilor 
Poeziei, din negarea ei - inca o data - ca literatura si acceptarea Poeziei ca act de cunoastere. 16 ” 
Pentru poet, creatia este o cale existentiala esentiala, dar paradoxal, el constata limitarea si 
virtualitatea limbajului poetic. Se simte tradat de cuvinte, „simulacre de realitate ce inlocuiesc 

10 Ion Oarcasu, Oglinziparalele, E.P.L. , Bucuresti, 1967, p. 173. 

11 Eugen Simion, op.cit., p. 155. 

12 Eugen Simion, op.cit., p. 155. 

13 Ana Blandiana, Calcaiul vulnerabil, E.P.L., Bucuresti, 1966, p. 15. 

14 Iulian Boldea, op.cit., p. 12 

15 Ana Blandiana, Calcaiul vulnerabil, E.P.L., Bucuresti, 1966, p.5. 

16 Eugen Simion, op.cit., p. 154. 
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freamatul lucrurilor” 17 si i se pare darul sau creator un blestem, un pacat. I se pare ca cuvintele 
strivesc realitatea in loc sa o recreeze. Spiritul are de ales intre tacere si pacat. Nu poate alege 
pacatul, dar nici sa taca nu poate. Poezia capata un ton sever, caci eul liric isi percepe tot mai 
acut tragicul destin si simte ca in destinul sau se identified cu titanul Atlas:,, Dar totul e fluid in 
jur. Eu caut/Si-s obosit de moarte si de mers,/ Silit sa port rigid in minte punctul/ De sprijin 
pentru univers. ” 18 (Intoarcere). 

Aceeasi poezie face trimitere si la mitul lui Ulise, pierdut in calatoria cunoasterii de 
sine si a Universului al carui creator devine prin unitatea de sens daruita de talmacirea si 
viziunea sa. „Din aventura de a fi cinstit/Invingator acasa ma intorc. / De cate generatii am 
plecat?/Nu-mi amintesc si nu mai stiu de unde./[...]Sipasarile se rotesc si-ntreaba / Unde sa- 
si puna cuibul, si nesf&rsite turme/ Vin dupa mine si asteapta locul/ Unde sa stea si sa se 
inmulteasca. ” 19 

Din reveria candorii, poezia trece intr-o reverie a suferintei si a freneziei tragice.” 20 

„ Vreau tonuri dare,/ Vreau cuvinte clare,/ Vreau muschii vorbelor sa-i simt cu 
palma... ” (Intoleranta) 21 . Inlntoleranta se sugereaza o radicalizare morala apoeziei, inteleasa, 
acum, ca rigoare, iubire de elemente pure. 

Ipostaza orfica este explicit exprimata in poemul Unde-i mandria? in care eul liric se 
identified atat cu Orfeu, cat si cu Euridice:,, Ce spune cantecul care-mblanzeste/ Si fiarele? 
Pot fi Orfeu,/Dar ce sa-ngaim in fata lumii?/ Sunt si Euridice eu. // Cantand incerc sa ies din 
moarte/ Si moartea totusi nu se curma./Nu cred destul sa nu-ntorc ochii/ Ca sa ma vad venind 
din urma./Si-astfel mapierd. [...] " 22 

Poezia este o cautare de sine a Poetului. Tinand cont de titlul poeziei, insa, Euridice 
poate fi interpretata ca fund insasi creatia pe care poetul nu trebuie sa o priveasca si s-o admire 
atata vreme cat ea inca se zbate sa iasa din adancul lumilor interioare, caci atasamentul, orgoliul 
si neincrederea 1-ar putea pierde, pierzand-o si pe ea. Oricum, cauza principala a pierderii 
ramane lipsa increderii in puterea transfiguratoare a verbului poetic. 

Artele poetice sunt numeroase in acest volum, Torquato Tasso , de exemplu, unde poeta 
invoca figura poetului „de spaima ratat” dorind sa exprime ideea cu valoare de principiu 


17 Iulian Boldea, op.cit., p. 12 

18 Ana Blandiana, op.cit., p. 7. 

19 Ibidem. 

20 Eugen Simion, op.cit., p. 155. 

21 Ana Blandiana, Calcdiul vulnerabil, E.P.L., Bucuresti, 1966, p. 23. 

22 Ana Blandiana, op.cit., p. 25. 
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conform cSreia „istoria nu poate servi niciodatS artei drept circumstantS atenuantS”, adevSrata 
poezie trebuie sS fie mereu „un act responsabil in absolut” 23 : „Veni din intuneric spre mine el, 
poetul,/ Poetul de spaimS ratat./ Era foarte frumos. Ca la razele rontgen/ I se vedea in trup 
poezia./ Poezia nescrisS de fricS.” 24 

Tema candorii, o constants aproape cu rol de element definitoriu a poeziei Anei 
Blandiana, derapeazS parcS la extrem in acest volum, fiind tratatS cu maximum de exigents, 
atingand pragul „dogmatic al candorii” si al „inclementei morale” 25 . E. Simion remarcS faptul 
cS si chipul ei liric se modificS: cel al adolescentei bSietoase, din primul volum, „cSpStS asprimi 
de staretS tanSrS sau de preoteasS a cuvantului. Iar criticul Al. Cistelecan intuieste diferitelele 
niveluri ale candorii: „Intretinandu-si candoarea prin exercitii de ascezS, poeta instituia prin 
meditatiile sale etice (si eticiste) o cenzurS inclementS asupra cosmosului, modelandu-1 dupS 
norme purificatoare, aproape estetizant-morale. Viziunea se simplifies inevitabil si totul se 
grupeazS in jurul celor doi poli care actioneazS poemul: putitate - vinovStie, inocentS - 
coruptie, atitudinea nefiind departe de un cinism al candorii.” 26 Poeta descoperS „drama de-a 
muri in alb” si intelege faptul cS materia este supusS maculSrii si degradSrii, iar puritatea nu 
poate fi atinsS decat prin moarte sau in increat:,, Stiu, puritatea nu rodestej Fecioarele nu nasc 
copiij E marea lege-a maculdriij Tributulpentru a trai. [...]/Efericit cuvantu-n gandj Rostit, 
urechea il defaimdl Spre care o sa ma aplec! Din talgere - vis mut sau faima?ll Intre tacere si 
pacatl Ce-o sa aleg - cirezi sau lotusi?/ O, drama de-a muri de alb / Sau moartea de-a invinge 
totusi... ” (Stiu puritatea ) 27 

In poezia Din auster si din naivitate eul liric are nostalgia pSrSsirii precoce a acelei 
etape a vietii in care universul era perceput ca ocrotitor sau in care iluzia puritStii era incS 
posibilS. Mandru incS de frumusetea idealurilor avute se lasS sfartecat de realitate, convins 
totusi de forta sa interioarS si de necesitatea mortii simbolice si a „cSderii in timp” pe drumul 
cunoasterii. El este capabil a intrezSri si aprecia dureroasa cSdere a vSlului iluziilor, iar 
superioritatea spiritului ii oferS posibilitatea de a contempla „ desertSciunea minunatS a 
lumii”:,, Preciun Racine, prea tanar am plecat/ Din auster si din naivitate [...]/ Si fericit de 
trupul meu frumos,/Printre priviri ca printre spade lungi/Eu tree si-mi zdrentuiesc aureola. ” 2S 


23 Mircea Martin, Generatie si creatie, EPL, Bucuresti, 1969, p. 98. 

24 Ana Blandiana, Calcaiul vulnerabil, E.P.L., Bucuresti, 1966, p. 23. 

25 Al. Cistelecan, Poezie §i livresc, Ed. Cartea Romaneasca, Bucuresti, 1987, pp. 144-145. 

26 Al. Cistelecan, op.cit., pp. 144-145. 

27 Ana Blandiana, Calcaiul vulnerabil, E.P.L., Bucuresti, 1966, p. 9. 

28 Ana Blandiana, op.cit., p. 50. 
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Domina o viziune luminoasa (Fedra insemnand in limba greaca lumina), in care eul liric pare 
impacat cu sine si cu destinul sau si chiar si cu istoria sau cu societatea pe care o accepta in 
ciuda degradarii sale morale fatidice. 

Printre putinele poezii pe tema iubirii in care domina o atmosfera relativ armonioasa 
este Suprafata apei, ce are in centru imaginea cuplului in viziunea platoniciana, mitului 
androginului fiindu-i atribuite semnificatii noi pe baza jocului de sensuri al antitezei „stii... 
totul - necunoscutul ... ni-e hrana”. Imaginea indragostitilor este suprapusa imaginii apei, 
element vital primordial. Simbolic aici, apa ar corespunde iubirii, iar hrana, cunoasterii. „ Tu 
stii celula cu celula totul,/ Pe dinafara poti sa ma declamij Nu se opr este mana ta stapdna/ 
Sa-mi unduie in jur epitalami.il E numai suprafata apei. Brusc! Ne regasim alaturi inca vii. 

Necunoscutul strans in noi ni-e hrana/Prea multa pentru urmatoarele vecii. ” 29 

Un seducator regressus ad uterum ca motiv al cunoasterii initiatice este poemul Ar 
trebui, o grava meditatie asupra existentei intr-o tonalitate ludica si aparent inocenta: „Ar 
trebui sa ne nastem batranij Sa venim inteleptij Sa fim in stare de-a hotari soarta noastra in 
lume, [...]/ Apoi sa ne facem mai tineri, mai tineri, mergandj Maturi si puternici s-ajungem la 
poarta creatieij Sa trecern de ea si-n iubire intrand adolescentil Sa ne facem copii la nasterea 
fiilor nostri. " J0 

Referindu-se la acest volum, Mircea Tomus considera ca „e, in aceasta poezie, nu de 
putine ori, o dramatica, zbuciumata, cautare a adevarului, a esentelor 31 . Constiinta limitarii, 
vulnerabilitatea flintei si inevitabilitatea degradarii llzicc si morale a lumii confera dramatism 
existentei si da nastere unei poezii reflexive si problematizante, ca in poemul Am crescut?: 

„Am crescut? Suntem oameni maturi? [...]/Am devenitputernici scaldandandu-ne-n 
deruta/ Precum in apa Stixului Ahil,/ Dar de calcaiul vulnerabil inca/ Atarna soarta 
universului intreg./ E totul grav si intelegem totul./ De-acum va trece timpul neschimbat. 
[.... 1 ” 32 

Scriitoare de o surprinzatoare profunzime, sinceritate si expresivitate, Ana Blandiana 
ramane incontestabil cea mai marcanta prezenta artistica feminina din literatura romana 
contemporana. Expresivitatea si complexitatea creatiei sale sunt sustinute si de referintele 
culturale, mai ales de cele de natura mitologica, atat de numeroase si transparente in acest 


29 Ana Blandiana, op.cit., p. 31. 

30 Ana Blandiana, op.cit ., p. 22. 

31 Mircea Tomus, op.cit., p.47. 

32 Ana Blandiana, op.cit., p. 42. 
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volum. Ea ne reaminteste ca arta este un fenomen de cultura si ca asa cum observa si Gilbert 
Durand, ea este mult mai mult decat „un produs al biografiei psihice si psiho-sociale, dupa cum 
nu este nici un produs al istoriei politice. Arta [...] precede istoria si modeleaza, prefigureaza 
socialul” 33 . Ea se ridica deasupra structurilor fonnale ale acestuia, cautand esenta fiintei umane 
si a existentei ei, autorul operand constient sau inconstient cu arhetipurile, cele mai vechi 
nuclee de sens, ce concentreaza in imagini codificatc experienta de cunoastere a omenirii. 
„Marile opere nu ne vorbesc despre un om, ci despre om” 34 . Este si cazul operei Anei 
Blandiana. Meritul acestor opere este ca ele propun intotdeauna o forma de experienta 
universalizabila. Dar pentru a valorifica la maxim potentialul lor, trebuie sa recunoastem 
superioritatea mitului asupra capriciilor ego-vXui. „Numai mitologia poate in ultima analiza sa 
dea seama de ansamblul motivatiilor unei opere umane. Mitul depaseste, de departe, si cu mult, 
persoana, comportamentele si ideologiile sale” 35 . 
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ANTON PANN AND THE FOLKLORIC ERRUDITION 
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Abstract: Romanian literature seems to have been developed between two major coordinates: the 
Balkans and the Occident. Anton Pann excelled in the former. Many chose to move towards the 
Occident. Ion Barbu was fascinated by both of them. 

The hereby paper aims to highlight several aspects of Anton Pann’s work, by means of which he 
explored the Balkan background of Romanian sensitiveness. 

Key words: saying, aphorism, buffoonery, play, burlesque. 


Anton Pann este una dintre figurile cele mai interesante ale inceputurilor literaturii 
noastre moderne, intrucat se plaseazS in complementaritate cu Ion CreangS in constituirea 
laturii populare a literaturii romane. 

Supranumit de Vasile Alecsandri Pacala cel literat si de Eminescu finul Pepelii, Anton 
Pann poate sS revendice titlul de povestitor al vorbei, constituind o problems pentru 
cercetStorul §i istoricul de azi, un autor care a pus in joe la un moment dat inse§i temeliile 
cvolupci noastre literare. Este vorba despre alegerea intre cele douS coordonate majore: 
Balcania si Occident, intre o limbS §i o literaturS pornitS de lumea de jos, popularS, si una 
apSrutS pe cale cSrturSreascS. Intr-un moment crucial din istoria si cvolupa spirituals a 
poporului nostru, rolul lui Anton Pann a fost mai mare decat este recunoscut. Prin felul cum a 
conceput-o, luand-o din gura poporului ca s-o dea tot poporului, innodand cugetul popular cu 
multe din comorile inl,elcpciunii orientale, opera sa a dovedit o autenticitate deosebitS. 
Activitatea sa folcloristicS s-a impletit cu cea muzicalS, acestea fiind completate de cea poeticS. 

Astfel, influenza orientals (dacS o putem defini ca influentd culturalS) venea pe douS 
cSi: una traditionalS, esticS si una nouS, vesticS, ceea ce a determinat douS moduri de pcrccptic 
creativS: unul de facturS orientals, iar celSlalt de facturS romantics, astfel cultivand imaginea 
tradijionald a Orientului, tarn a injelepciunii yi a proverbelor . 1 


1 Muthu, 1769,p. 77 
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Referitor la aceasta imagine nu poate fi insa eludata viziunea calinesciana, care ii 
identified operei lui Anton Pann surse apusene noi, ajunse in acelasi context de influenza 
culturala occidental^; viziunii calinesciene li trebuie asociata, totu§i, viziunea orientalismului 
lui Anton Pann, despre care Paul Cornea scria ca nu se impotrivea modernizarii, dar nici nu- 
§ipunea giubeaua la naftalina . 2 

D. Popovici scria ca Anton Pann se caracterizeaza printr-un ochi oriental pentru care 
via (a se desJa§oara intr-un ritm lent §i sub lumini colorate 3 , intr-un loc si intr-un mod la mijloc 
de rau §i bine, ca in cetatea Isarlik a lui Ion Barbu, poetul care pleda pentru o mai bund cinstire 
a lui Anton Pann. 

Relapa de continuitate si cea de discontinuitate intre Anton Pann §i scriitorii ulteriori 
(ar trebui adaugat §i Ion Barbu) ne fixeaza atat rolul lui Anton Pann in corclapa Orient- 
Occident, cat §i cruditia sa culturala si creativitatea literara, ce conjuga dionisianismul cu 
apolinismul, profanul cu sacrul, Occidentul cu Orientul, invocandu-se aici filonul balcanic. 

Antonpannismul a devenit sinonim cubalcanismul. Conceptul confine ceea ce-i daruim, 
bind echivoc §i poetic. Antonpannismul se transforma in inlelepciune pentru a lasa de neatins 
spectacolul bufoneriei amare, in care incrtiilc sunt rand pe rand divulgate, demontate, oropsite, 
in regasirea veseliei. 

Daca se lasa greu definit, antonpannismul este cu atat mai interesant cu cat imbina iute 
condeiul §i-l face sa-§i uite riscurile, deflnindu-l astfel chiar scriitorul: De iute ce sunt, trei abia 
ma tin,/Din nasul meu curge miere §i venin./Glas nu am, dar stiu sa strig cand voi fi pus./Ma 
aude Rasarit §i Apus/Eu lumea o-mpaciuiesc f -o-n vrdjbez./Eu pe to(i n bucur §i intristez. 
(Luceafarul, nr.38, 20 septembrie 1969, p.2) 

Pentru Ion Barbu, el exprima apartenenla la un Orient atemporal, incremenit in ritmuri 
de o bufonerie somptuoasa §i hieratica. Lumea lui Anton Pann sugereaza un anumit balcanism, 
un tip de balcanism bizantin. 

S-a spus uneori ca Anton Pann este folclorist. intr-adevar, transcrierile sale au fost 
dintre cela mai intinse, iar scrierile compuse de el alcatuiesc un izvor folcloric de cea mai mare 
insemnatate. Mai ales in materia proverbelor nimeni nu a dat o colcctic mai bogata a paremiei 
populare. Un folclorist este totu§i un om de stiin^a §i meritul sau consta in intinderea 
investiga^iilor §i in exactitatea transcrierilor sale. Scriitorul nostra dispune cu libertate de 


2 Cornea, 1964, p.77 

3 Popovici, 1968,p.l09 
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materia populara. Nu-i schimba forma, ci grupeaza proverbele dupa afinitaplc lor in capitolele 
unui adevarat tratat de morala practica, ale carei teme sunt: despre cusururi sau uraciuni; 
despre pedanti sau copildro.p; despre vorbire; despre minciuni fi flecarii; despre naravuri 
rele; despre lenefi; despre befie; despre lucrare; despre Invafatura; despre negof fi tovarafie; 
despre amor fi ura; despre neunire fi neintelegere, despre iufeala fi manie; despre amicifie 
sau prietenie, s.a.m.d. 

Folclorist, desigur, pana la un punct. Cel dintaifolclorist al nostru 4 , cum spunea George 
Breazul, Pann n-are nofiunea de folclor, nu respecta autenticul faranesc, ci impestrifeazd 
graiul popular cu cel cult, uneori grotesc, foarte adeseori insa cu efect cromatic, uluitor." 5 
Darul sau de a versifica, nu fara a cauta grcutal.ilc, sunt extraordinare: Eu nu ifi zic alta decdt 
sa §tii cum ca/Dupa cum e§ti mare vrednic de munca./Cand te tocmegti cere sa-ti dea plata 
buna. (Povestea vorbei 1847) 

Om cu doua guri §i patru limbi, dand senzafia ca se hrdnegte din folclor, el n-a fast 
niciodata folclorizant 6 , spunea Nichita Stanescu. El schimba forma materiei populare, se joaca, 
poezia |araneasca se amesteca cu poezia de mahala si cu anectodica de circulate universala. 
Un prim ton umoristic vine din u^urinta cu totul mecanica cu care se versifica chestiuni curente, 
cu o repeziciune aforistica de natura bufonadei: Sarea cand e umedoasa arata ploaie sau 
nor./Iar cand este uscacioasa va fi timp dogoritor./Cand nu arde focul bine §i lumanarea 
frumos/Sa fi(i siguri ca ne vine de undeva un nor gros. (Poveste vorbei 1847) 

Metoda fundamentals este aglomerarea de sentufie, folosirea de aforisme, ca o idee 
initials §i printr-o asociatic larga, alinierea lor dupa un program ritmic, intotdeauna cu efect 
burlesc: Aidefi sa vorbim degeaba/Ca tot n-avem nici o treaba,/Fiindca./Gura nu cere chirie/ 
Gura nu cere chirie/Poate vorbi orice jie./De multe ori insa/Vorba, din vorba in vorba/Au 
ajuns §i la cociorbd/fi-atunci vine proverbul:/Vorba pe unde a ie.pt/Mai bine sa fi tu.pt. 
0 Povestea vorbei 1847) 

Pann are me§te§ugul mascariei fine, al amestecului savuros de mirosuri lingvistice tari. 
Toate masinariilc comediei sunt folosite, cu materie aforistica, monologul, dialogul cu replici 
simetrice, jocurile de a parte, micile bufonerii de limbaj sau de mimica. 


4 Panaitescu, 1957, p.444-446 

5 Calinescu, 1988, p.209-214 

6 Stanescu, 1992, p.7 
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Poet liric, dar fara o con§tiin|a lirica superioara. Scriind imi petrec vremeafoarte dulce 1 , 
spunea undeva omul care a analizat calitatea ironiei si satirei suspnutc in opera sa. Pe poetul 
Pann il aflam, insa, nu doar din aceste ilustrari literare, ci mai ales din felul cum sunt inapoiate 
lumii zicalele §i proverbele. O vorba cheama pe alta, §i ce te surprinde este vastitatea 
cuno§tintelor in domeniul respectiv. Ai impresia ca un com al abundentci paremiologiei se 
rastoama §i ca niciodata nu se va epuiza. 

Paginile scriitorului sunt pline de viata, oferindu-ne un spectacol impresionant. Uneori 
se indeparteaza de tema, dar cursul ideii se intoarce la matca. lata un exemplu: capitolul se 
intituleaza “Despre lucrare” §i incepe a§a: Celui cu meserii multe/Casa-i este fara curte. Pann 
noteaza o noua zicatoare ce ne aduce §i mai departe: Popa cu opinci incal{at/De pufini e 
ascultat. 

{Povestea vorbei 1847) 

Astfel, scriitorul Anton Pann are realizari trainice in opera sa epica, in snoave §i fabule, 
in povestiri §i pove§ti, mai ales in cele patru carti insemnate ale sale: Fabule p istorioare, O 
§ezatoare la fara, Povestea vorbei §i Ndzdrdvdniile lui Nastratin Hogea. Toate acestea sunt 
nepre^uite, scriitorul straduindu-se sa le adapteze socictapi romane§ti din vremea lui. Si-a 
indreptat atcnpa catre mediul satesc, care-i era familiar, povestind intamplari §i conturand 
tipuri §i moravuri ce denota prostia, ipocrizia, viciile slugilor si stapanilor, cucoanelor, 
carciumarilor, brutarilor, pierde-vara, gura-casca, o lume naturala §i pitoreasca aflata la hotaml 
dintre realitate §i fascinate, strabatuta de motive arhaice, de folclor, de intamplari magico- 
orientale autohtonizate, de un nucleu de umor fin, toate intr-o cugetare etica specified 
romanilor. 

Povestitor in cea mai mare masura, ceea ce a urmarit Anton Pann in toate scrierile sale 
de seama a fost sa transmits o inval.atura, o maxima de via^a, o indrumare pentru buna intocmire 
a unei existence omene§ti. Morala lui Pann este cea a unui om din Orient, aceea a unui om 
credincios. Temeiul infelepciunii estefrica lui Dumnezeu, ne inval,a scriitorul. Ni se recomanda 
crcdirfia proprie §i tolcranta fa^a de toate crcdintclc straine: Cinstepe toate legile, dar te inchind 
numai la a ta; caci cel ce se inchind la doua credinfe, acela nici o lege n-are §i la tofi e-n ura 
mare. 

O caracteristica importanta a folclorului este anonimatul autorului, chiar daca acesta 
circula din om in om, de la popor la popor adaptandu-se la mediul social si cultural.Asa se 


7 Pann, 1968, p. 89-91 
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explica atatea variante ale creatilor populare, ale diferitelor culturi asiatice, grecesti, 
europene,cultura de tip medieval si feudal numita cvasi-folclorica pentru ca se facea pe baza 
manuscriselor cu multe variante ca si creatia orala,acestea Hind copiate si recopiate. Acest 
tezaur pe care noi il numim folclor are o stransa legatura cu poporul. Cartile populare nu sunt 
populare prin raspandirea lor, ci prin resursele lor, adica stravechea creatie orala. Circulatia 
cvasi-folclorica prin manuscrise a fost si la noi, incepand de la sfarsitul secolului XVII-lea. 
Anton Pann constitue o opera bazata pe motive si teme care se gasesc in variante asemanatoare 
in toata lumea si reprezinta o veriga ce leaga vechile culturi ale Asiei de Europa. 

Traducator, Anton Pann, stia greceste, turceste, ruseste si romaneste, iar prin aceasta 
circulatie cvasi-folclorica avea la dispozitie bogatia populara condensata in proverbe, zicatori, 
pilde si povestiri in care se intalnisera culturile din Grecia, Bizantin, Turcia, Asia si care au 
lasat urme profunde in folclorul balcanic. Eraditia sa in materie de folclor, de traditie orala, 
populara, taraneasca si universala este enorma. Stau la baza operei sale surse diferite, Anton 
Pann si-a luat o parte din cantecele sale populare direct de la lautarii de la tara.Asa se explica 
varietatea si astfel alcatuieste un izvor important pentru cunoasterea trecutului cantecului 
nostra popular.Avea insa la dispozitie , prin aceasta circulatie cvasi-folclorica atatea 
manuscrise in limba romana ce ii desfatasera si pe altii in trecut. Reiese ca Pann a prelucrat 
versuri, manuscrise, si poezii raspandite pe cale orala. A pus la contributie izvoare carturaresti, 
vechi manuscrise in circulatie la noi ca Hristoitia, Bertoldo, Archir si Anadam, culegeri de 
maxime, ca lucrarea de la 1826 a lui Dinicu Golescu. 

Pe cale orala sau scrisa, prin adaugari sau transformari descoperim ca Anton Pann nu a 
reprodus ci a transcris cu modificari de natura stilistica. Creatia propriu - zisa se amesteca cu 
reproducerea unor materiale de natura straina, repovestind cu alte cuvinte si producand un 
motiv intamplator. in realitatea folclorica, proverbele nu apar singure ci explicate. Asa apar si 
in Povestea vorbii a lui Anton Pann. Este ca acel joe intre Spiel und Ernest pe care il intalnim 
in alte genuri ale creatiei populare, cu motive in folclorul antic indian si ebraic 8 

Cunoscator a mai multor limbi Anton Pann a putut sa aiba contact direct cu alte culturi, 
devenind erudit de factura orala. Un alt izvor important al scrierilor sale sunt elementele vechi 
indiene, elementele de literatura bizantina si de literatura medievala-occidentala. Se intalnesc 
aici targurile balcanice cu povesti si anectode, Bizantul si cartile populare din Occident. 


8 M. Gaster, 1983, p.107-111 


758 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Pe baza cercetarii Gaster a aratat ca Arghir si Anadam provine din Viata lui Esop opera 
a orientului asiatic, trecuta apoi prin Bizant si prin traduceri slavone si romanesti, semnalate in 
manuscris in secolul al XVII-lea. In Povestea vorbei exista o snoava dupa proverbul: Unde e 
minte multa e si nebunie multa! O snoava asemanatoare de gaseste si in Gesta Romanorum, 
culegere de istorioare a evului mediu si in cartea italienilor Bertoldo, apoi in povestirile turcesti 
din sudul Siberiei, poveste de origine maura dramatizata de Hans Sachs. Hristoitia sau scoala 
moralului care invata toate moravurile si obiceiurile cele bune, reproduce opera De civilitatae 
morum puerilium a lui Erasmus de Roterdam. 

Am dat aceste exemple pentru a arata ce izvoare indepartate se gasesc in opera lui Pann. 
Toate dovedesc eruditia lui Pann in multe sfere culturale. Anton Pann se dovedeste a fi un 
scriitor original, crescut la scoala imaginatiei fabuloase si a intelepciunii Orientului cu 
experiente literare noi de tip cvasi-folcloric, stie sa foloseasca cunostintele eruditiei sale orale 
pentru a realiza opere personale. Transcrierile folclorice ale lui Anton Pann au fost dintre cele 
mai intinse si acestea constitue un izvor folcloric important, caci intr-adevar, nimeni, inainte 
de N. Zanne, nu a dat o colectie mai mare de maxime populare. 

Opera sa originala, prin coordonatele ei etice, estetice, prin arta povestirii si prin 
frumusetea limbii folosite, ramane un capitol distinct pentru literatura noastra. Este punctul de 
intersectie ce leaga Orientul de Occident, spiritul vechi cu experienta omului simplu. 
Cunoscator al literaturilor balcanice populare, Anton Pann este o prelungire a acestora in 
literatura romana, aflat la granita dintre balcanism si spiritualitate orientals, legat simultan atat 
de lumea veche, fanariota, cat si de cea noua, romantica. El se inscrie, prin activitatea sa, dar 
mai ales prin culegerea, prelucrarea si vcrsificarca cartilor populare, in traditia cronicilor rimate 
si naratorilor populari din veacul al XVIII-lea. 

Prin Anton Pann, cultura si literatura romana este valorilicata, creatia populara este 
abordat in diversitatea ei, scriitorul imprumutand teme si motive, subiecte si formulari 
specifice, un limbaj colorat si plin de consistenta. 

Priceput §i savuros povestitor, inepuizabil umorist, inaintas deopotriva al lui Creanga 
si Caragiale a imbogapt literatura, a rumanit-o, cu specii pe care mulp alpi nu le-au cultivat, 
iar in cazul unora nimeni nu 1-a intrecut. 
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Abstract: Ady Endre is an authentic Transylvanian poet. In the lines below you will find a real image 
of the Transylvanian village in a period when it belonged to the Austro-Hungarian Empire. He is the 
first poet who will speak in negative words about his village. Death, life and misery are the main themes 
of his work. 

Keywords: poetry, village, symbolism, misery, Transylvania. 


Ady Endre s-a nascut in 1877 la Mocen(iu (Ermindszent), mai tarziu Eriu-Sancrai, 
astazi Ady Endre. A studiat la Zalau, Carei, Debrctin. A lucrat ca ziarist la Oradea. in 1904 
pleaca la Paris. Dupa revenire, lucreaza la cotidiane din Budapesta. Bolnav, se retrage la 
Ciucea. Moare in 1919. 

Volume: Poezii (Versek) in 1899; Inca o data (Meg egyszer) in 1903; Poezii noi (Uj 
versek) in 1906; Sange §i aur (Ver es arany) in 1907; Pe carul Sfantului Ilie (Az Illes szekeren) 
in 1908; M-ay bucura de-ay ft iubit Mi-ar pacea sa flu iubit (Szeretnem ha szeretnenek) in 
1909; Poetnele Tuturor Tainelor (A Minden-Titkok versei) in 1910; Viafafugara (A menekiilo 
elet) in 1912; Iubirea noastra (A magunk szerelme) in 1913; Cine rn-a vazutpe mine? (Ki latott 
engem?) in 1914; In fruntea morfilor (A halottak elen) in 1918; Ultimele corabii (Utolso hajok) 
in 1923, volumpostum. 1 

Tatal, Ady Lorinc (1851-1929) agricultor, mama Pasztor Maria (1858-1937) provine 
dintr-o familie de preo(i rcformati. Ady Endre i§i incepe studiile in Mincenpu, unde este elevul 
lui Katona Karoly, apoi continua la liceul catolic sub indrumarea lui Hark Istvan. In 1886 
continua cu studiile liceale la Carei. Din 1892 invata la Zalau. Obtine bacalaureatul in 1896. 
Va avea o prodigioasa activitate ca ziarist, colaborand la diverse publicatii de limba maghiara 
din Budapesta si din Ardeal. Va locui o perioada la Oradea si va lucra in redactia cunoscutei 


1 Kocsis, Francisko; Efectul admirafiei. Poefi maghiari din Transilvania, editura Ardealul, Targu-Mures, 2006, 
pag. 37 
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publicatii Nyugat (Occidentul). in jurul acestei publicatii, tineretul si elementele progresiste 
maghiare vor constitui o loja francmasonica, avand acelasi nume, care se va angaja in marile 
batalii social-politice. 2 

Primapoezie va fi publicata in 22 martie 1896 in jurnalul Szilagv. Ova cunoastc pe 
Diosy Odonne, Briill Adel (Leda) in 1903. Leda locuie§te la Paris §i este so(ia unui om bogat. 
Ady se indragosteste de ea si o urmeaza la Paris. Leda devine muza lui Ady astfel ca nu pu(ine 
din poeziile sale vor fi dedicate Ledei: Ledaval a balban/ Sikolt a zene, tornyosul, omlik/ 
Parfumos, boldog,forrd, ifju para/ S a rozsakoszorus ifjak, leanyok/Rettenve neznek egy fekete 
parra./„ Kik ezek? ” S mi bus csondben belepiink./Halal-arcunk sotetfatyollal ovjuk/S hervadt, 
regi rozsa-koszoruinkat/A vig teremben neman szerte-szorjuk./ Elhal a zene s a vig 
teremben/Teli szel zug s elalusznak a langok./ Mi tancba kezdiink es sirva, 
dideregve/Rebbennek szet a boldog matka-parok. 3 Cu Leda la bal: Abur tanar, fierbinte, §i 
parjum/Pinteyte, se-nalfa, muzica urla;/Flacai §i fete cu coroane de roze/Cu groaza privesc 
perechea ce intra./ "Cine-s?” Intram in linipea trista./Ascundem sub valuri a morfiipaloare/ 
§i-n vesela said risipim in tacere/ Rozele vepedelor noastre coroane./Muzica se curma fi-n 
sola de bal/ §uiera vantul, lumina se stinge./ Cand incepem dansul, fiece 
pereche/Se-ndeparteaza, tremura §i plange./ 4 sau Leda a kertben/ Bus kertben latlak: piros 
hinta-dgy/ Himbalva ringat./ Lankadt viragok konnyes kelyhekkel/Siratjak a csokjainkat./ 
Almodva nezlek: ket piros felho/Koszal az egen./ Csokokat gyarlon, himbalva valtnak/ S 
meghalnak vagyak tiizeben./Ket piros felho: szallunk. A langunk/Ehesen lobban./S itt lent a 
kertben meg a pipacs is/Szan benniinket jollakottan. 5 Leda in gradina: In trista gradina te vad: 
royu, te/Leagana hamacul./ Vepede flori cu potire de lacrimi/ Ne deplang sarutul./Te privesc 
in vis: doi nori stacojii/Umbla-n cer haihui./In balans, §ovaind, if dau saruturi/ §i-s mistuifi 
de doruri./Plutim: doi nori ro.fi. /Flacarile /Palpaie flamande./ Jos, in gradina, pana .f 
macul/De mild ne plange./ 6 

Contactul cu literatura si cultura franceza, mai ales cu poezia lui Baudelaire si Verlaine, 
va fi decisiva pentru propria sa creatie poetica. Sub putemica influenza a noilor curente, 
indeosebi a simbolismului, Ady declanseaza un curent de reformare a poeziei maghiare, de 


2 http://www.observatoml.com/articles_main.asp?action=articleviewdetail&ID=7718, 27.10.2015. 

3 Endre.Ady; Versek, editura Kriterion, Bucuresti, 1979, vol. I, pag. 120. 

4 Kocsis, Francisko; Efectul admirafiei. Poe(i maghiari din Transilvania, editura Ardealul, Targu-Mures, 2006, 
pag. 51. 

5 Endre, Ady; Versek , editura Kriterion, Bucuresti, 1979, vol. I, pag. 122. 

6 Kocsis, Francisko; Efectul admirafiei. Poefi maghiari din Transilvania , editura Ardealul, 2006, pag. 52. 
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modemizare a acesteia, pentru a depasi fonnele estetice si stilistice desuete, pentru a iesi de 
sub influenta lui Petofi. 

Dupa debutul din 1899, la Debretin, cu volumul Versuri, urmat, patru ani mai tarziu, la 
Oradea, de cel intitulat Inca o data , ambele destul de modeste, departe de a anticipa marea lui 
poezie de mai tarziu, poetul publica, in 1906, volumul Versuri noi, volum care reprezinta un 
eveniment editorial de mare impact asupra iubitorilor de poezie, aducand noi elemente si 
imbogatind substantial arta poetica a celui considerat, pe buna dreptate, unul dintre cei mai 
mari poeti ai literaturii universale a secolului XX. 

Ady Endre a avut si o bogata activitate ca jumalist, reus in d astfel sa observe realitatile 
complexe ale vietii social-politice, mizeria si dificultatile traiului de zi cu zi al milioanelor de 
napastuiti, dar si sa sesizeze aspirapilc lor, inclusive cele de ordin national, etnic. Toate aceste 
preocupari 1-au facut sa se intereseze si de personalitatile emblematice ale altor minoritati 
etnico-lingvistice. 7 

Pentru lirica maghiara, Ady a fost considerat a fi „cometa simbolismului“ spune criticul 
Kocsis in Antologia sa. Timpul trecut al verbului vrea sa exprime schimbarea de incadrare atat 
de categorica aplicata de critica §i istoria literara anterioara, noile studii incercand sa largeasca 
sau chiar sa demoleze cadrul limitat al unui curent, afirmand ca poezia lui Ady, cu cxccppa 
unor elemente specifice, care amprenteaza aceasta orientare, experimenteaza o formula care 
topestc in sine tot ce a avut mai fast poezia dintotdeauna, dincolo de traded, curente, manifeste 
sau scoli. O asemenea abordare nu numai ca se poate mula pe crcatia adyana cu u§urin|a, dar 
se impune chiar, pentru a evita transmiterea catre noile gcncrapi a impresiei de imagine 
mumificata care prezinta interes doar pentru ca^iva cercetatori. 8 Trebuie spus ca dupa intalnirea 
cu Ady Endre, mentalitaplc vechi se schimba. Devii un alt om, singurul tau gand este acela de 
a-i citi cat mai multe din poeziile sale §i doar atunci e§ti multumit pe deplin. In acest sens 
criticul Kocsis spune despre Ady ca este nascut pared pentru a se exprima intre limitele 
estetice propuse de ea, Ady erupe in peisajul literelor maghiare cu o for(a de nestavilit, cu o 
uyuriipd a rostirii - nicaieri in discursul sau Uric nu se simt crispari sau poticniri - care il 
anunfa pe geniul pornit sa creeze propriul sau imperiu de simboluri. Stapan absolut al 
limbajului, maestru al ritmului §i al rimei, Ady impune un suflu nou, cu consecinfe fatale 
asupra versificatorilor tradifionalipi. Dupa el, nici un autor (§i a existat o intreaga armata de 

1 http://www.observatorul.com/articles_main.asp?action=articleviewdetail&ID=7718, 27.10.2015. 

8 Kocsis, Francisko; Efectul admirafiei. Poefi maghiari din Tmnsilvania, editura Ardealul, Targu-Mures, 2006, 
pag. 15. 
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epigoni ai lui Petofi §i Arany) tributar vechilor canoane nu a reu.pt sa reprezinte un varf de 
valoare, de.p multi dintre ei suntprezenfe lirice remarcabile §i astazi. 9 

Romantismul si simbolismul au drept trasaturi comune tristetea, melancolia, neobosita 
lupta impotriva rationalismului. Ady Endre, simbolist incontestabil al literelor maghiare, 
reuseste prin lirica sa o contopire a diverselor motive si teme literare, realizand astfel, un mod 
de exprimare deosebit, al conceptelor despre viata si moarte. Folosirea simbolurilor pentru a 
reda cat mai real viziunea lui despre viata si moarte, constituie punctul central al liricii sale. Va 
aborda teme precum dorinta, visul, taina, miracolul, dragostea, bucuria si motivul dragostei si 
al iubirii cu multiplele sale variatiuni. 

Dcsi la inceput a fost receptat destul de superficial, mai spune criticul Kocsis in 
antologie, contemporanii sai incurcandu-se in hap^ul de metafore §i simboluri de o noutate 
enigmatica pentru ei, Ady s-a instalat in fori,a in sfera celor privilcgiati, iar instan^a critica n-a 
avut altceva de facut decat sa-i „consfintcasca“ dreptul de a ocupa acel loc. Foarte elocvent in 
acest sens este un studiu {Ady Endre §i noua lirica maghiara) publicat de Boross F. Laszlo in 
revista Ma a lui Kassak la pul,in timp dupa disparitia lui Ady. Acesta a firm a ca Ady a creat 
prin opera sa si prin covarsitoarca influenza pe care o exercita un nivel artistic §i o vial,a artistica 
in Ungaria §i a fost prin ele infiiatorul unui experiment reu§it care a permis ca aerul inaltimilor 
din culturile apusene sa patrunda si in literatura maghiara. Daca poeziile din tinere^e conserva 
cerintele literare clasice ale epocii, treptat se va face loc, pe langa acestea, revolta impotriva 
vechiului precum si combativitatea patriotica. Treptat, simbolismul sau se amplified prin 
identificarea elementelor peisajului natural cu marile simboluri ale istoriei colective si 
personale, cu destinul maghiar si istoria nationala. Opera sa devine un tunet imperativ al 
preceptelor morale invechite - lucru, de altfel, comun §i poeziei patriotice a lui Octavian Goga. 
Poezia sa cultiva astfel ideile unei modemitafi europene, opusa vechiului, evoluand sub semnul 
progresului trepidant, spre industrializare §i urbanizare, in opozipc cu domeniul denumit de 
poet „aria grofeasca”, condamnata ca find principalul factor al saraciei si dccadenl,ci sociale. 
Era greu de presupus ca o astfel de atitudine sa fie pe placul viitorului sau socru din Parlamentul 
budapestan, Boncza Miklos, unde acesta reprezenta omul trecutului. 

Viata lui Ady este condusa de alcool si droguri. Toate abuzurile il vor aduce intr-un 
final la un sanatoriu de dezintoxicare. Si cum deseori se spune ca, nimic nu este intamplator, 
toata dezordinea din viata lui Ady a dus spre o asezare a vietii sale. Astfel, se va observa o 


9 ibidem, pag. 16 
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schimbare, in bine, in lirica lui Ady, se ridica pe scara popularitapi ca poet, dar in viata 
personala va suferi o pierdere, se rdceyte legatura cu Leda pana cand rupe orice legatura cu 
ea. in 1914 se casatore§te cu Boncza Berta, cu care coresponda in scrisori inca din 1911. 10 Tot 
in articolul mentionat anterior, se mai spune ca, odata ajuns in capitala ungara, important centru 
cultural §i politic al imperiului dualist, se va largi orizontul tanarului poet. Lumea trepidanta, 
nu lipsita de contradic|ii §i diverse tcntapi, il vor atrage ca un magnet, in pofida eforturilor lui 
de a rezista acestor distinctive atracpi. Aspectul fizic annonios, bine cladit al tanarului poet, 
ii va crea inca de la inceput numeroase probleme in cercurile boemei si protipendadei vremii. 
Ady Endre, dupa cum o arata p creapa sa, n-a ramas indiferent p insensibil nici fata de nurii 
unora dintre frumoasele vremii. Dupa cum se pie, vreme de 9 ani, amanta poetului a fostDiosy 
Adel BRULL. 11 

Adel va fi femeia care il va cuceri pe tanarul poet cu frumusetea si finetea sa. Chiar 
daca totul va incepe ca o joaca pentru tanara femeie, poetul va cadea in mrejele sale si ii va 
dedica multe din poeziile sale. Chiar daca a existat si o poveste de iubire intre ei, ramane totusi 
de necontestat faptul ca Ady a beneficiat si de sprijinul financiar al femeii. O buna parte din 
sederea tanarului poet la Paris a fost posibila datorita resurselor financiare ale lui Adel, care 
provenea dintr-o familie deosebit de prospera. in poeziile lui Ady, tanara va aparea cu numele 
anagramat Leda. Si totusi in ciuda unei idile destul de furtunoase, presarate cu abuzuri de 
droguri si alcool, Adel se decide sa il paraseasca pe tanarul poet pentru un alt barbat, fapt care 
il va determina sa se mute la Oradea, unde va intra in lumea gazetariei, avand o buna colaborare 
cu ziarul Vi lag, cu sediul in acelasii oras. Potrivit unor surse istorice literare, racirea treptata a 
relapilor amoroase dintre el si Adel Briill s-ar li produs si datorita faptului ca, odata cu cre§terea 
popularita|ii sale, el ar Ii inceput sa o neglijeze frecvent, fapt care n-a fost primit cu entuziasm 
§i placere de amanta sa. Se pare ca ea devenise con§tienta §i de faptul ca, inca din 1911, el 
incepuse o legatura epistolara intensa cu Boncza Berta, aflata pe atunci la un colegiu elve|ian. 
Tanara, devenita 4 ani mai tarziu so|ia poetului, va 11 alintata de el cu numele de Csinska, 
urmand sa ii dedice numeroase din poeziile sale de mai tarziu. 12 

Insa intalnirea lui cu mediile literare franceze si cunoa§terea din sursa directa a noilor 
curente in poezia franceza §i europeana vor influen|a decisiv viitoarea sa evolu|ie estetico- 


10 www.poezie.ro, 20.08.2015. 

n http://www.agerostuttgart.de/REVISTAAGERO/ISTORIE/Iubirile%201ui%20Ady%20Endre%20de%20Brud 
ascu.htm, 27.07.2015. 

12 http://www.agerostuttgart.de/REVISTAAGERO/ISTORIE/Iubirile%201ui%20Ady%20Endre%20de%20Brud 
ascu.htm, 27.07.2015. 
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literara si prin el vor asigura accesul poeziei maghiare spre marile curente literare si estetice 
ale inceputului de secol XX. Sub acest raport putem considera ca Ady Endre este unul dintre 
marii creatori maghiari de poezie, care a oferit o sansa extraordinary con (rati lor sai literari de 
a cunoa§te §i impartasi marile castiguri pe care le va aduce crcatici poetice proprii dar §i 
nationale viitoare node curente elaborate estetico-literare in laboratoarele pariziene. 

Privind retrospectiv situapa literaturii §i poeziei maghiare de la inceputul secolului XX, 
se poate afirma fara nici un fel de exagerare ca inscrierea ei pe orbita noilor di recti i si tending 
modemiste se datoreaza, intr-o foarte mare masura, lui Ady Endre. Si poezia sa personala a 
avut fafa de volumele si poemele publicate anterior de ca§tigat categoric, atat sub aspect 
tematic, al mijloacelor si formelor de expresie estetico-literara, cat §i al intregii sale arte 
poetice. Riscam sa afinnam ca Ady Endre a reu§it sa transforme poezia maghiara a inceputului 
secolului XX, din poezia banala, comuna, fara stralucire, anosta §i neimportanta a unei anonime 
provincii a imperiului dualist intr-o poezie competitive, vie, cu o mai larga deschidere fal,a de 
noile teme §i curente estetice, prin nimic inferioara in raport cu cea a marilor centre de putere 
literara din epoca. Iar la aceasta §i-a adus o contribute §i rclatia sa amoroasa cu Adel Briill. Se 
pare ca, simpndu-se tradata mai ales de frecventarea intensa a bordelurilor pariziene, ca si de 
viafa hedonista pe care o ducea si in care alcoolul §i drogurile jucau un rol exagerat, treptat 
rclapa amoroasa dintre cei doi se race§te. De altfel, in 1909, ca urmare a exceselor pe care le 
facuse la Paris, poetul ajunge intr-un sanatoriu de dezintoxicare, fapt care ar fi trebuit sa-1 
avertizeze §i in privinta pericolului pe care viata sa boema si hedonista li influenza sanatatea. 

Motivele principale ale decaden^ei sale se numeau Boala, Vinul, Extazul, Femeia, 
Moartea, toate legate de domnia devastatoare a banului. Solidaritatea fata de taranimca saraca 
maghiara apare recurent in volumul „Uj versek” („Versuri noi”) o pledoarie patetica - care il 
apropie de gandirea lui Goga ca exponent al ruralului romanesc. De pe pozipile unei poetici 
anticlasiciste si post romantice, el reevalueaza realist iluziile istorice §i tradipilc proprii 
mostenite de la mica nobilime maghiara, de care se simtca indisolubil legat. Expunerea 
sistematica a acestor motive, sinceritatea nemiloasa, critica la surescitarea orgolioasa a 
nob il itati i nationale i-au atras simpatia si fraternitatea unor poet din arealul central european, 
precum romanul Goga, sarbul Manoilovici, croatul Krleza, dar si artisti precum cehul Franz 
Kafka sau austriacul Reiner Maria Rilke. Astfel, a devenit unul dintre cei mai reprezentativi 
poe|i a i epoch, Ady atingand cu temerara intuipc artistica o viziune simbolistica specilica 
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individualismului modem. 13 in poeziile sale este prezenta influenza lingvista romano-maghiara 
datorita mediului din care provine, zona ce a constituit dispute intre conducatori de-a lungul 
anilor. Schopflin Aladar afirma despre arta poetica a lui Ady ca seamana cu o fuga imensa, ale 
carei laitmotive sunt prezentate din prima partitura, variind pe parcursul crcapci, imbogatindu- 
se cu motive noi, care toate la un loc se constituie in final in armonie intr-un singur motiv. 

Laitmotivele liricii sale sunt anunfate inca din primul volum al creafei poetice. Sunt 
incluse samburele fiecdrui motiv ce va aparea in cadrul celorlalte volume. Atitudinea de baza 
manifestata in volumul de debut, precum §i sentimentele caracteristice volumului se vor 
imbogafi, motivele se aprofundeaza, se extind, sentimentele introvertindu-se, departandu-se de 
lume astfel, incat in ultimele sale poezii toate motivele §i variafiunile lor se regasesc la un loc 
reprezentand tot ceea ce era specific poetului pe parcursul viefii sale. Ady lucreaza cu 
simboluri avand valenfe duble. In poeziile sale nu imaginile sunt asociate gandurilor, nu prin 
imagini vrea sa reprezinte abstractul, ci le gandeyte in realitate prin imagini. El a fast un poet 
neliniytit, alarmat, un revolufionat al poeziei. Ady era predecesorul noului curent literar care 
se afla in avant in Europa. 14 

Noi nu numai ca-i recunoaytem lui Ady meritele, ci chiar accentuam valoarea creatoare 
in toate domeniile care i se cuvin, dar yi calitatea sa de promotor de epoca, in locul reveren(ei 
umile insa trebuie sa ayezam, ca o obligate, corecta sa evaluare , 15 mai spune criticul Kocsis. 
Noi, cei foarte tineri (ca etate), am luat in maini un Ady gata clasicizat §i in bund parte de la 
el am invafat: noi avem cunoytinfa doar din auzite de bataliilepurtate de Ady in urma cu zece 
ani, iar lozincile §i (elurile pe care §i le-a propus nu le mai putem resimfi ca fiind sangvinic 
actuate pentru noi. Nonconformismul curajos al poeticii lui Ady Endre if afla izvorul in 
puternicele tradifi reformate din colegiile urmate la Zalau, Carei, Oradea, Ady dovedindu-se 
unul din exponenfii vitali ai midi burghezii ambifioase, cultivate, patrunsa de un puternic 
patriotism local. 

Astazi, la un veac distanfa, opera sa inca reiyeyte sa produca asupra cititorului o 
impresie covdr.f toare. Ady a deschis un drum pe care a reu.f t sa umble numai el, tofi ceilalfi 
care s-au incumetat sa-i calce pe urme s-au ratacit intr-o lume pentru cucerirea careia puterile 
lor s-au dovedit a fi fast multprea modeste. Pentru a-l infelege pe Ady Endre, nu este suficient 


13 http://www.muzeuloctaviangoga.ro/locatarii-de-la-ciucea/ady-endre-5/, 20.08.2015. 

14 Schopflin, Aladar; Ady Endre. Micromonografie , editura Polis, Cluj-Napoca, 2005, pag. 6. 

15 Kocsis, Francisko; Efectul adtnirafiei. Poefi maghiari din Transilvania, editura Ardealul, Targu-Mures, 2006, 
pag. 16. 
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sa citepi despre el sau sa crezi ce spun criticiijrebuie sa-i citepi creapa, pentru a-ti crea 
propria impresie despre acest mare poet transilvanean, concluzioneaza criticul Kocsis in 
antologia sa. 16 
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Abstract: Nichita Stanescu(1933-1983) towers above post-World War II Romanian poetry. His poems 
are written in clear language while posing profound metaphysical questions. He is one of the most 
acclaimed contemporary Romanian language poets, winner of the Herder Prize and nominated for the 
Nobel Prize. In his world, angels and mysterious forces converse with the everyday and earthbound 
while love and a quest for truth remain central. His startling images cut deep and his grappling — 
making bold leaps—is full of humor. His poems seduce the reader away from the human. 

"...The poet comes into possession of an important, essential message, one that has the prestige and 
mystery> of eternity:....” (Daniel Cristea-Enache). 

Keywords: poetry, confession, free spirit, pure lyricism, love poem. 


Nichita Stanescu, numele la nastere Nichita Hristea Stanescu, nascut la 31 martie 1933 
in Ploiesti si decedat la 13 decembrie 1983 in Bucuresti, a fost unul dintre cei mai de seama 
scriitori pe care i-a avut limba romana, pe care el insusi o numea „dumnezeiesc de frumoasa”, 
el apartine temporal, structural si formal, poeziei modemiste sau-neomodernismul romanesc 
intre anii 1960- 1970. 

Prin intreaga sa opera, cuprinsa atat in volumele de versuri, cat si in eseuri („Sensul 
iubirii”, „0 viziune a sentimentelor”, „Dreptul la timp”, „Cartea de recitire”, „Respirari”, 
„Antimetafizica”), Poetul se releva a li nu numai un model exponential al poeziei 
contemporane, ci si o cunostinta artistica ce regandeste intregul sistem pentru a intelege poezia, 
el nu numai ca ilustreaza poeticul, dar il redundeaza, pastrand cu traditia o legatura dialectics 
de continuitate- ruptura si asumandu-si pe cont propriu „curajul limbii romane”, reusind sa 
inainteze in tiparele ei poeticitatea in genere. Toate laturile poeziei sunt redefinite 
postmodernist, sugerandu-se o noua viziune artistica asupra lumii, acesta purtand accentul unei 
personality la care verbul este do tat cu o noua putere, datorita angajarii totale in el a aceluia 
care 1-a rostit. 
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De-a lungul unui sfert de veac, cat s-a manifestat in mod public ca poet, Nichita 
Stanescu nu si-a schimbat felul de a scrie. Astfel, creatia lui are, in felul ei, omogenitate. 
Problema este ca anumiti critici care ii analizeaza opera o fac pe etape in functie de carti. In 
schimb, criticul Alex Stefanescu considera ca aceste carti ale poetului nu sunt „etape” de 
evolutie , ci o individualitate artistica persistenta, incat strabate cu usurinta si zidul care 
desparte poezia de proza sau exprimarea scrisa de cea orala. 

Asa ca putem spune ca are un stil aparte, isi doreste sa se evidentieze de ceilalti scriitori 
in perioada saizecista, si se vad diferentele de la poemele argotice trece la volumele „Sensul 
iubirii”, „0 viziune a sentimentelor”, „Dreptul la timp”, „11 Elegii”, „Laus Ptolemaei”, 
„Necuvintele”, unde descoperim un nou mod de a scrie poezie, in alte volume cum ar fi: „In 
dulcele stil clasic” sau „Belgradul in cinci prieteni” se detaseaza discret fata de opera sa, si in 
sfarsit in volumele „Epica Magna”, „Operele imperfecte” si „Noduri si semne” reprezinta faza 
unui stanescianism asumat si radicalizat, ceea ce face ca uneori sa contina o anumita ostentatie, 
tinzand chiar spre caricatura, tinzand doar, nu si ajungand in acest sens. 

In volumele „Sensul iubirii” si „0 viziune a sentimentelor” se propune nu numai „o 
lume a obiectelor” , ci mai degraba noutatea unei atitudini, exprimata printr-o viziune a eului 
poetic, punand accent pe „eu” si nu pe „lume.” Astfel nu sentimentul trait nediferentiat il 
exprima poetul, adica „iubirea” ca atare, ci sensul ei, pe scurt se produce aceea ruptura a omului 
din sfera „naturii” . Titlurile primelor volume sugereaza tendinta poetului de a accede la 
„sens”si la „viziune”, de a reintemeia o „lirica de cunoastere.” Sensul se naste din „senzatie”, 
iar senzatiile sunt la el mai senzatii decat in realitate. Percepe si se simte atras de caracteristicile 
cele mai discrete ale realitatii, sau descrie o realitate psihica- melancolica cape un lucru straniu, 
bizar, astfel facand trecerea de la realism la fantastic, aici adaugandu-se si receptivitatea fata 
de ideile stiintifice ale timpului. Poetul foloseste tot ceea ce stie din cartile de stiinta despre 
organism, largind enorm viziunea asupra lui in comparatie cu viziunea acreditata de poezia 
traditionala. Un exemplu concret ar fi „lumina.” Fizicienii au ajuns la convingerea ca lumina 
este o sursa de electricitate, pe cand Nichita Stanescu preia corect sugestia, dar adaugand 
expresivitate lirica, lumina, este certitudinea raspunsurilor la intrebari, e victoria asupra mortii, 
e cunoasterea realizata intr-un timp trait pe viu. 

O alta deosebire foarte importanta este aceea ca poezia modema este antisentimentala, 
iar Nichita Stanescu, care este considerat unui din cei mai mari reprezentanti ai poeziei 
modeme, este sentimental. Paradoxul liricii stanesciene consta in sentimentalismul ei, si tocmai 
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datorita acesteia, poezia Nichitei este inteleasa chiar si de cei care n-o inteleg. Asadar, in toate 
enunturile aparent impersonale din poezia stanesciana exista acest acompaniament sentimental. 
Pe langa fiorul existential si sentimental pe care il proclama Nichita, sa nu uitam ca si 
intimitatea constituie pentru el o valoare care nu o imbratiseaza poezia modema. Un exemplu 
ar fi volumul „Dreptul la timp.” 

Criticul literar Aurel Martin consemna ca universul liricii lui Nichita Stanescu este „o 
padure de simboluri”. Ca toti marii poeti, Nichita Stanescu a fost fascinat de esente, de ceea 
ce exprima sau ascunde fenomenalul. Poetul a incercat sa patrunda dincolo de limita 
cunoasterii, descoperind ca tainele nu se lasa invinse, nu-si divulga nucleul intim. 
Poetul a avut insa vocatia de a patrunde impenetrabilul, de a-si inchipui realitati indefinibilc. 
De aici frecventa in vocabularul sau a cuvintelor construite cu prefixul „ne”, acestea 
valorificand simultan o afirmatie si o negatie. 

Intreaga sa lirica penduleaza intre polii centralizatori, intre da si nu, intre lumina si intuneric, 
intre iluzie si real, intre stare de veghe si stare de vis. Modemitatea si valoarea liricii sale rezida 
in viziunea poetica originala si in limbajul poetic. Poetul confera cuvantului independent, 
considerandu-1 creator de lumi: "Numai cuvintele zburau intre noi / inainte si inapoi, / Vartejul 
lorputeafi aproapezarit/ [...] /Casaprivesc iarbainclinatade/cadereaunui cuvant". Limbajul 
sau poetic este abstract, bazat pe metafora si parabola, 
in volumul "Cartea de recitire", poetul distinge trei moduri de a crea poezia: fonetic (bazat pe 
sonoritatea sunetelor, pe aliteratie), morfologic ( bazat pe mobilitatea cuvantului, la fel ca la 
Arghezi), sintactic (bazat pe constructiile sintetice ca in cazul lui Barbu). 

Un exemplu de volum unde gasim o multitudine de simboluri este „Epica magna”. 
Acest volum antreneaza simboluri ce sugereaza singuratatea fiintei, obsesia mortii, ruptura de 
zei, oboseala existentiala, etc. Aceste simboluri sunt exprimate in imagini memorabile: „ 
vulturul prabusit”, „ pasarea care moare-n zbor”, „ starea pe loc”, „ ochiul de piatra”. Alte 
obsesii lirice vom gasi aici: aripa, osul, litera A, ca matrice a sensului, cifra 1, ca simbol al 
singuratatii, hieroglifa s. a. Poemul esential pentru semnificatiile acestui volum este 
„Metamorfozele”, sunt diverse matemorfozari ale existetei umane, simbol al vietii si al 
timpului ireversibil: „Nu exista decat o singura viata mare/ la care noi trebuie toti sa 
participam”. Moartea este stigmatul existentei, data inca de la nastere, fiind „prima amintire/ si 
cea mai veche/ Amintirea lui nimic, amintirea lui nimeni/ amintirea lui zero”.'( „Anatomia, 


1 Ana Selejan, Literatura romana contemporana. Generatia '60 ,Sibiu, 2007, p. 39. 
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fiziologia si spiritul”, poem ce continua demonstratia din „Metamorfozele”). Viata este si o 
continua vanatoare pentru a supravietui. Fiinta este condamnata sa devoreze alta fiinta: „omul 
mananca pasarea / pasarea mananca viermele / viermele mananca iarba”. („Contemplarea lumii 
in afara ei”). Versurile opereaza cu concepte si rationamente stiintifice, dar odiseea „Epica 
magna” recreeaza si doua figuri care sunt pastratori si transmitatori ai memoriei: cantaretul 
homeric si poetul. Se recreeaza figura tragica a poetului, din cateva poezii: „Cantec”, „0 
confesiune”, „inaintare”, „Autoportret”. Intr-o lume a devorarilor, poetul este creator de mister: 
„eu construiesc misterul, nu ll admir/ cuvantul care-1 zic e pus pe masa/ si de mancare este” ( 
Delaimarea raului) sau: „eu nu sunt altceva decat o pata de sange/ care vorbeste” 2 ( 
Autoportret). 

Simbolul mortii ll gasim si in debutul sau, in volumul „Sensul iubirii”, unde sejoaca cu 
cuvintele, se simte caldura specified tineretii, fata de „Epica Magna”. Numai ca Nichita are o 
altfel de viziune asupra copilariei, nu o vede magica si fabuloasa, ci el o priveste cu ochi de 
copil batran, pentru care nu exista iluzie, ci doar imaginea stranie a mortii cailor: „Pe campu- 
nghetat caii mureau, cate unul,/ in picioare, cu ochii deschisi, de piatra./ Vantul ii rasturna pe 
rand, cate unul,/ bubuiau pe rand, cate unul,/ ca pe-o nesfarsita toba de piatra./ Eram copil pe- 
atunci, mi-era frig,/ si priveam, clantanind, picioarele lor paralele,/ cu potcoavele-n aer, aburind 
de frig.../ unu, doua, trei, patru, numaram clantanind de frig,/ picioarele lor paralele”. 3 (Pe 
campul de piatra). Simbolic, moartea cailor nu e intamplatoare, ea apare frecvent in poeziile 
stanesciene. Calul, ca arhetip mitic de noblete, ca vehicul fabulos de invingere a timpului si a 
spatiului ( si ca simbol al gandului uman luat drept instrument de cunoastere) moare 
simptomatic in poezia lui Nichita Stanescu. Inceperea discursului poetic cu evocarea unei 
copilarii in care predomina moartea cailor, aceasta insemnand moartea iluziilor si totodata a 
simbolurilor traditionale, a viziunii mitice acreditate de traditie, nu poate fi intamplatoare. O 
raceala si o lipsa a metaforei ne intampina din aceasta nemaiintalnita viziunea a copilariei: „ 
Nu ma mai gandeam la nimic./ Mama s-a dus la oras si-o sa aduca paine./ Peste tot e numai 
zapada... cai... si altceva nimic/ ...patru, cinci, sase, sapte, si altceva nimic./ De-ar veni odata 
cu paine!”. De aici ne dam seama ca poetul nu va mitiza aceasta varsta in creatia sa. Realul este 
prozaic si ostil. El are tendinta de a-1 nega sub toate aspectele, astfel nu realitatea va fi imbracata 
in aura de mit, ci tocmai „eul ultragiat” al celui care este silit sa existe in aceasta realitate. 


2 Constantin Crisan, Nichita Stanescu- frumos ca umbra unei idei, Editura Albatros, 1985, Bucuresti,p. 216. 

3 Constantin Crisan, Nichita Stanescu- frumos ca umbra unei idei, Editura Albatros, 1985, Bucuresti,p. 206. 
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Perceptia realului este lucida si necrutatoare inca de pe acum, perceptia propriei entitatii a eului 
este asezata in centru si angelizata, un exemplu ar li poezia „Padure arsa”, care aminteste de 
Nicolae Labis, alt poet care se desparte de copilarie, propunand mitul adolescentei lucide. Si 
inca odata, ne dam seama ca perceptia stanesciana se bazeaza pe eul ca entitate aparte, si nu pe 
lumea exterioara. 

Caderea de pe cal este una dintre sintagmele frecvente ale liricii stanesciene, ea apare 
la inceput si trebuie sa atraga atentia ca o marca de modemitate. Dintre eroii mitici, poetul a 
preferat figura lui Ghilgames, care nu este, el, prin definitie, „eroul calare”, ci pe jos si cu arcul 
incordat ( vanator ce vaneaza cu arcul propriei sale existente), iar „oastea” de care vorbeste nu 
e niciodata o cavalerie, ci o infanterie inarmata cu scut si lance sau cu pusca si glont, cu arc si 
sageata. Eroul calare stanescian este cel mult un centaur, un cal-om: „Eram un sfant de cal 
nepamantean” si drumul acestui erou este „marsaluirea” pe jos ce apare concludent in poezia 
„Tocirea”. in poezia „0 calarire in zori”, calul stanescian apare ca zburator pe verticala: „Salta 
din lut, fumegand”. De fapt, nici nu este un cal in sensul obisnuit, caci toate versurile due la 
ideea unui centaur temerar, care este poetul insusi: „Calul meu salta pe doua potcoave / Coama 
mea blonda arde in vant”. 4 

La al doilea volum, „0 viziune a sentimentelor ” descopera entitatea soarelui si a 
oamenilor: „Din punctul de vedere al copacilor”, „Din punctul de vedere al pietrelor”, „Din 
punctul de vedere al aerului”. (Lumina). Vointa de a fi original si de a vedea ce nu vedem cu 
totii, i-a dictat poetului o intrebare insolita, ce se incheie totusi cu o matefora menita sa justilicc 
titlul: Oamenii sunt pasari nemaintalnite,/ cu aripile crescute inlauntru,/ care bat, plutind, 
plamand/ intr-un aer mai curat- care e gandul!” Suntem in era nu numai a aeronauticii, dar si a 
cosmonauticii vrednice de toata lauda, fie chiar „din punct de vedere al aerului”. 

Absorbit de preocupari matematice, Nichita Stanescu si-a intitulat un volum „Laus 
Ptolemaei” ( 1968) , astronomul elin, care ne-a lasat conceptia geocentrica a marelui Cosmos. 
Stabileste relatia intre ratiune si bun simt. 

„Necuvintele” (1969) : „Mai departe, vorba aceea, scrie-n carte!”. Poezia devine un 
simplu joc al imaginatiei in care epitetul neinventat ne deschide drumul unei metode fructuoase 
de cercetare in universul liric stanescian. Notiunea de „necuvant” o aflam in capitolul „Cateva 
elemente de estetica” din cartea cu titlul „Respirari” (1982) in care se poate vedea testamentul 


4 Ibidem p. 207. 
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literar al lui Nichita Stanescu. „Necuvintele” ca notiune sunt finalitatea scrisa a acestei poezii, 
superioara ideii de scris”. Cu alte cuvinte, nu elaborarea artistica, ci eliberarea poeziei de efecte 
fonetice, prin inspiratia, sintetic servita, cu intorsaturi noi, cum procedeaza si Arghezi: „trei 
sau patru-n mal pescari” (in fond o dislocare, in loc de „trei sau patru pescari, in mal”), si mai 
ales cu recomandarea structurilor poetice, folosite de Ion Barbu. Nichita Stanescu a decis alta 
abordare a modalitatii de „expresie ennetica” prin practicarea ilogismelor: „Alergam atat de 
repede incat/ mi-a ramas un ochi in urma/ care singur m-a vazut/ cum ma subtiam, dunga mai 
intai, linie apoi.../ Nobil vid strabatand nimicul,/ rapida parte neexistenta/ traversand moartea. 
( Finish, Epica Magna, 1978). 5 

Poetul s-a situat intr-o ascendenta „nobila”: prin tendinta de a ajunge pana la esenta 
liricului, el se apropie de Eminescu si Blaga; prin forta inovatiei la nivelul limbajului artistic, 
se apropie de Arghezi; prin capacitatea de incifrare a mesajului in formule de maxima 
abstractizare, se apropie de Ion Barbu. Dupa acumularea de numeroase experience poetice in 
cultura noastra, Nichita Stanescu este cel care a mutat dintr-o data totul in alt plan. A trecut pe 
o noua bucla a spiralei. 

Nichita Stanescu este un cantaret al iubirii, al „varstei de aur a dragostei", dar si al 
timpului si al mortii. Pentru el, lumea este doar o prelungire a sentimentului si a gandului, iar 
cuvantul se naste miraculos sau dramatic alaturi de lucruri. 

Momentul iubirii sau poezia de dragoste se reflecta in volumele „Sensul iubirii” si „0 
viziune a sentimentelor”, aici iubirea este un sentiment originar, al nasterii cuvantului. Astfel 
poetul surprinde, inca de la primele volume, reintoarcerea la lirism a poeziei si o anume 
„materialitate si corporalitate a perceptiei". Spatiul poetic este conceput ca o lume a obiectelor 
si fiintelor „intrate in rezonanta sub impulsul energiilor afective”, lumea intreaga se transforma 
in spatiu de joc, iar gesticulatia erotica se mentine intre ritual si joc. 6 . Sentimentul este 
generator de sens, am putea spune ca tine lumea in fiinta, schimbandu-i permanent contururile: 
„Mainile mele sunt indragostite, / vai, gura mea iubeste, / si, iata, m-am trezit / ca lucrurile sunt 
atat de aproape de mine, /incat abia pot merge printre ele / fara sa ma ranesc." ( Varsta de 
aur a dragostei). 

Nichita Stanescu este considerat si primul poet al sentimentului lucid, al exprimarii 
premeditate a starii de fericire constienta. Starea constiintei se traduce intr-un fel de 


5 Constantin Crisan, Nichita Stanescu- frumos ca umbra unei idei, Editura Albatros, 1985, Bucuresti. 

6 Ion Pop, Jocul poeziei, Editura Cartea Romaneasca, 1985. 
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contiguitate cu sine, un extaz al unitatii diafane a propriului eu care isi coexista nediferentiat 
in subiect si obiect. „Iubirea” inseamna, la randul ei, corporalizare a tot ce exista: „ Leoaica 
tanara, iubirea/ mi-a sarit in fata”, si cuvantul este corporalizat deasemenea, el este „leu 
alergand”. (Poveste sentimentala). 

Iubirea e „leoaica”, iar cuvantul ce o exprima „leu” constituie o pereche, din punct de 
vedere semantic, de o frumusete rara a unitatii sentiment- cuvant. Sentimentul frenetic de iubire 
este unicizat, decorul naturii este doar de forma, iar dialogul indragostitilor e o descoperire a 
corporalitatii propriilor cuvinte, o intemeiere de cuvant ce se intrupeaza prin simpla „strigare 
a numelui”, devenita prezenta imediata, oprind timpul in loc. (hnbratisare ). 

Cunoasterea insasi, calitatile ei depind de „starea fiintei cunoscatoare” cu toate 
momentele bune si rele ale acesteia. Acest lucru nu se realizeaza fara schimbarea ordinii 
cuvintelor, ideilor, fara culoare, fara joe, fara sentiment. lata doua dintre cele mai frumoase 
versuri ale poetului care reliefeaza starea duioasa fara de margini: Ma voi preface orb si am 

sa vin/ cu bratul intins, sa-ti mangai chipul.” (Cantec de dragoste la marginea marii). 

Edenul care se desfasoara in volumul „Viziunea sentimentelor” are un asemenea spatiu 
si timp al metamorfozelor, provocate de impulsurile erosului, o tensiune a „privirii”, emanatie 
de fluide luminoase si muzicale, avand drept rezultat „iluminarea”: „ Si viata mea se 
ilumineaza/ sub ochiul tau verde la amiaza,/ cenusiu ca pamantul, la amurg./ Oho, alerg si salt 
si curg.” ( Viata mea se ilumineaza). 

„In dulcele stil clasic” este scrisa in vers aproape geometric, ritmat si rimat. Este tot o 
poezie de dragoste, doar ca este mult stilizata in directia frumosului pur, de parca poetul nu ar 
fi tanar, ei s-ar afla la o varsta brancusiana. „Fata” admirata coboara- chiar ca o statuie de 
Brancusi- cu „pasul ei de domnisoara” ( cuvantul trebuie luat in intelesul lui arhaic, si deloc in 
cel uzual, prozaic) dintr-o piatra, dintr-un „bolovan” de marmura. Sau mai mult, aici fund vorba 
de arta cuvantului, care poate sugera orice: „dintr-o frunza verde” , „dintr-o inserare”, „dintr-o 
pasare amara”. In fond dulcele stil clasic este inselator. Poetul cocheteaza cu eventualele 
prejudecati ale cititorului sau. De i-am cauta un descendent, il gasim in Eminescu. Am putea 
zice ca „In dulcele stil clasic” este „Pe langa plopii fara sot” , acest lucru insemnand ca la fel 
ca marele romantic si modernul s-a inbolnavit de iubire. Pasul iubitei „zarit in unda” pentru o 
clipita i-a „afundat incet inima si el o roaga sa mai ramana cu mersul ei pe timpanul lui 
„semizeu” care sufera („caci imi este foarte rau”). Pasul trece fatal, dar poetul ramane, prin 
chiar arta lui, mestesugul inlantuirii in imagini nepieritoare a frumosului vesnic, ceea ce trimite 
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la eminescienele: „Tu trebuia sa te cuprinzi/ De acel farmec sfant, / Si noaptea candela s- 
aprinzi/ Iubirii pe pamant” ; si ca strofele de mai inainte inca: „Dandu-mi din ochiul tau senin/ 
O raza din adins/ In calea timpilor ce vin/ O stea s-ar fi aprins;/ Ai fi trait in veci de veci/ Si 
randuri de vieti, / Cu ale tale brate reci / inmarmureai maret”. 7 

„0 viziune a sentimentelor” este un titlu ambiguu, face referire la ceea ce vad 
sentimentele si la ceea ce se vad a fi sentimentele. Sentimentele, erosul sunt simturi, vad, percep 
lumea. In acelasi timp , sunt obiecte ale unei viziuni, aceea ca indragostitul vede lumea prin 
sentimente, care fiind puse pe hartie, in cuvinte, ele pot „contempla si chiar modifica lumea 
din perspectiva proprie”. 8 

Carti ca „11 Elegii” si „Necuvintele” sunt momente de referinta in lirica romaneasca, 
carti care au modificat intreaga poezie contemporana ce a urmat. Despre limbajul stanescian s- 
a scris mult si mai e loc de interpreted, despre cuvinte, despre necuvinte, despre transparenta, 
despre moduri, despre semne si, ca orice mare poet, el a creat o scoala. Sa citam un poem scris 
in viziune homcografica: Poetul ca si soldatul / nu are viata personala. / Viata lui personala este 
praf / si pulbere. / El ridica in clestii circomvolutiunilor lui / sentimentele fumicii / si le apropie, 
le apropie de ochi / pina cind le face una cu propriul sau ochi. ( Poetul ca si soldatul). 

Nichita credea in invaluiri verbale si in gand, credea in magie. O magie pe care el o 
numea stare. El vroia sa invete pe oricine frumusetea acestei lumi, dar si a unei lumi ideale, 
salvatoarepentru Uinta noastra. El spune, printr-un celebru vers: „Tristetea mea aude nenascutii 
caini/ Pe oameni cum ii latra!”( Cantec ). 9 

Dupa o activitate plina de tumult, Nichita se stinge din viata brusc , asa cum a intrat in 
literatura romana , intr-un mijloc de decembrie al anului 1983 , lasand in urma sa cu siguranta 
o opera valoroasa, dar din pacate saraca in comparatie cu potentialul deja dovedit al poetului. 

„I-a fost dat sa traiasca o jumatate de veac. Marile lui aripi de albatros, obosite de 
furtunile prin care au trecut, pe inaltimile pe care il purtasera, 1-au dus pe un taram unde va 
ramane in tovarasia celor mai ilustre umbre ale poeziei, acolo unde putini sunt cei carora le este 
dat sa ajunga.” 10 (Geo Bogza). 
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Abstract: The gap between the Romanian and the Western novel has multiple causes, both social and 
historical, the position of our country at the gates of East greatly influencing the entire Romanian 
culture. The advantage of the seven centuries that separate the first appearances in the national 
languages of the great European cultures as those of Germany, England and France (7 th - 9 th centuries) 
and the Romanian one (Letter ofNeacsu dating from 1521) is acutely felt at the end of the 18 th century. 
Several attempts of synchronizing the Romanian and Western novel in order to reduce the gap, were 
made by burning several stages in a relatively short time, which in the West were developed naturally 
over hundreds of years. This often led to the simultaneous occurrence of writings belonging to different 
literary movements. The recovery of this gap was thwarted in several moments of recent cultural 
history, one of these moments being the communist period, in which the socialist realism and the 
proletarian culture led to a further delay of the Romanian novel, a new synchronization being possible 
only in the 90s. Immediately after 1989, Romanian prose enters into obscurity, publishers being 
concerned primarily with detention journals (a novelty in the literary realm until then) and works that 
had not been published because of the censorship. A series of novels from the 60s and 80s are now 
reissued, but the number of copies is reduced from large to salon edition. Literature of the 90s is that 
of a decaying world, of an isolated society, crushed by the balance between the desire to stay or leave 
the country. 

Keywords: literature gap, synchronization, power, modernism, novel 


Aparina si cvolupa romanului au urmat indeaproape cursul socictapi, pornind de la o 
perioada de consolidare in peisajul literar, de „infdtrare” §i impunere in mentalul colectiv, 
urmata mai apoi de secven^e de timp in care elemente reformatoare §i chiar de autoanihilare s- 
au succedat, renascandu-se si transformandu-se permanent. Romanul romanesc nu face 
cxccppc de la aceasta regula, cu difcrcnta ca el va suferi, de-a lungul existen|ei lui un permanent 
decalaj raportat la romanul occidental. 
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intarzierea literaturii noastre se datoreaza vicisitudinilor istoriei, abia in secolul al XIV- 
lea, odata ie§4i din haosul invaziilor, incepand sa ne organizam ca stat mai intai si, mai apoi, 
ca o cultura in faza incipienta. in tot acest timp, civilizatia occidentals parcursese deja patru 
secole de literatura, ecourile sale intinzandu-se pana la hotarele noastre, maghiarii si polonezii 
intrand in sfera de influenza a culturii vestice, in urma crcstinarii lor, incepand cu secolul al XI- 
lea. Dupa un veac de la Divina Comedie a lui Dante, cand in Apus se incheia faza medievala a 
marilor literaturi, ivindu-se zorii Rcnastcrii, in tinuturilc noastre, calugarul sarb Nicodim 
incepea munca de copiere a manuscriselor de evanghelii slave, care insa nu poate fi considerat 
un inceput de literatura romaneasca, in ele neflind introdus nici un adaos al sufletului romanesc. 
Intrarea noastra sub influenza culturii sud-slave, limba in care se oficia serviciul divin, a 
constituit, pe de alta parte, o piedica in dezvoltarea literaturii noastre, scrierile slave aflate in 
aceea perioada la indemana clericilor nostri fiind extrem de sarace (legende apocrife privitoare 
la Vechiul §i Noul Testament, cateva cronografe care amestecau date de ordin biblic cu legende 
ale folclorului bizantin, cateva cronici sarbe§ti originale, la care se adaugau, prin lllicra sarbo- 
veneta, o versiune a romanelor bretone Tristan §i Isolda si Launcelot). 

Ceva mai tarziu, incercarile timide de legatura cu Bizanprl, care ar fi putut ridica nivelul 
culturii noastre, au fost, din pacate, rupte imediat de cucerirea Constantinopolului si de invazia 
turceasca. Astfel, izolap de latinitatea catolica, distanta dintre cele doua culturi se adanccste si 
mai mult, cea romaneasca ramanand blocata in vechile tipare slavo-bizantine pana la jumatatea 
secolului al XVII-lea, cand apare o deschizatura spre Occident prin Polonia. 

Pe de alta parte, acest decalaj are legatura directa cu procesul de trecere al limbilor 
populare la nivelul vie|ii culturale, inlocuind limbile moarte. Dincolo de cxplicatiilc seci, de 
teoriile istorico-literare vehiculate de-a lungul timpului, acest decalaj poate fi ilustrat cel mai 
bine prin compararea datelor de aparipe a celor mai vechi scrieri in limba vulgara. Spre 
exemplu, in Germania, inca din anii 350-380, Noul Testament este tradus in limba poporului 
de catre episcopul vizigoplor Wulfda, urmat, ceva mai tarziu, in secolul al IX-lea, de poemele 
in versuri Heiland §i Muspilli; in secolele VII-VIII, in Anglia, apar in scris o serie de poeme 
anglo-saxone (unele dintre ele imnuri religioase, altele avand ca subiect preamarirea unor eroi 
populari); in Franpi, in anul 881, apare La sequence de sainte Eu/alie, considerate prima scriere 
literara in limba franceza, urmata de traducerea Psaltirii din secolul al XH-lea. O scurta privire 
asupra acestei liste arata clar distan|a, in timp, dintre primele trei mari culturi europene, cea a 
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Germaniei, a Angliei §i a Fran(ei, §i cea romaneasca, avantajul celor saptc secole care ne despart 
(Scrisoarea lui Ncacsu datand din la 1521) Hind resimtit pana in secolul al XX-lea. 

B. P. Hasdeu, in Cuvente den batrini, §i Ovid Densu§ianu, in Histoire de la langue 
roumaine, considerau tipariturile in romana ale lui Coresi, la Brasov, din a doua jumatate a 
secolului al XVI-lea, ca fund cele care marcheaza debutul scrierilor in limba romana. Insa, una 
dintre cele mai importante figuri ale culturii romane este reprezentata de Neagoe Basarab, un 
adevarat renascentist, a carui opera de fdosofie, de etica (Invafaturile lui Neagoe Basarab catre 
fiul sau Theodosie, scrisa in slavona), a aparut chiar in timpul refonnei protestante din Apus 
(1519-1521). Ca §i caracteristica a acestei perioade de cultura bizantina, pot fi sublimate doua 
orientari spirituale: o orientare mistica (numita §i isihasm) practicata in manastiri, o orientare 
de contemplate religioasa, §i o a doua orientare, una moderat rationalists, apropiatS de 
scolastica occidentals, care incerca sS interpreteze dogmele religioase cu ajutorul rati un i i, 
aceasta reluand filosofia antica greaca prin gandirea cre§tin. 

Abia dupa 1600, anul unirii sub Mihai Viteazul, cultura romana se racordeaza treptat la 
noul spirit al Europei, prin institu(ionalizarca invatamantului, astfel incat, pe la 1700, in epoca 
lui Brancoveanu si Cantemir, putem vorbi de o trecere la modemitate, rupandu-ne de epoca 
fanariota. 

Punctul culminant al literaturii religioase il constituie perioada Mitropolitului Dosoftei, 
literatura liturgica a secolului al XVII-lea, prin patura culta a clerului, creand la noi pentru 
prima data limba literara. Un secol mai tarziu, umanismul romanesc a incercat sa creeze o limba 
literara autohtona, sa contribuie la o imbogatirc a stilului, adresandu-se insa, dupa moda vremii, 
limbilor clasice, latina si greaca, fapt care a determinat aparitia unei scrieri artificiale, 
inabordabile maselor largi. In acest caz, daca Miron Costin, a apelat cu o oarecare discrete la 
topica si neologismele latine, Dimitrie Cantemir (mai ales in Istoria ieroglifica), la fel ca 
stolnicul Constantin Cantacuzino (autorul Istoriei Jdrii Romane$ti), folose§te o sintaxa mult 
mai complicate, de sorginte bizantina, nenumaratele neologisme grece§ti si latine facand 
extrem de dilicila abordarea operei sale. 

Astfel, timp de doua secole vom asista la o perioada de tranzitic spre modernitate, cu 
un varf pe la 1821, cand elementele vechiului (politice, sociale, economice si culturale) se 
amesteca cu cele ale noului. in aceasta perioada au aparut cele doua mari curente, umanismul 
si iluminismul. Daca opera lui Cantemir este o sinteza a umanismului de la noi, ea reprezinta, 
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totodata, si o deschidere spre iluminism, epoca caracterizata prin initiative reformatoare de 
modemizare si de ancorare la cultura Apusului, cuprinsa intre 1750-1821. 

Mai apoi, din nevoia de a depa§i viziunea cronicareasca, considerate mult prea 
simplista, din dorinta de a impune o reac(ie de tip rationalist la incultura si misticismul aproape 
generalizate la nivelul maselor, a aparut §coala ardeleana, ai carei reprezentanti, Samuil Micu 
(1745-1806), Gheorghe §incai (1754-1816), Petru Maior (1761-1821) §i Ion Budai-Deleanu 
(1760-1820), influentati de ideile iluminismului, au pus in mi scare o ideologic care va duce la 
apari(ia §i dezvoltarea unei paduri educate, care va radia, mai apoi, in celelalte (ari romane§ti, 
Moldova §i Jara Romaneasca. 

La un secol dupa Brancoveanu §i Cantemir, pe la 1821, putem vorbi de epoca modema 
a scriiturii romane§ti, gcncra(ia pasoptista Hind una dintre cele mai fecunde din punctul de 
vedere al trecerii spre modernitate, acum punandu-se bazele invatamantului modem, al 
literaturii moderne, de catre o pleiada de personalita(i ale culturii romanesti: Ion Heliade- 
Radulescu, Grigore Alexandrescu, Costache Negruzzi, Aron Pumnul, George Bari(iu etc. 

Genera(ia pasoptista „revolutionara” a lui Nicolae Balcescu, Mihail Kogalniceanu, 
Cezar Bolliac, Ion Ghica sau Vasile Alecsandri, alaturi de pa§opti§ti „ilumini§ti” ca Grigore 
Alexandrescu sau Ion Heliade Radulescu, romantici ca formatie, nemultumiti de prezentul lor, 
apeleaza la valorizarea trecutului, punand bazele memoriei identitatii nationale. 

Aceasta perioada, de doar cateva decenii (de la 1821 §i pana la 1859) se remarca prin 
coexistenta unor multitudini de curente, imposibil de departajat cronologic (asa cum se 
intampla in Occident), neoclasicism, umanism, realism, pozitivism, liberalism, idealism etc., 
totul din necesitatea de a nu pierde trenul modemitalii §i de a ne sincroniza cu literaturile 
Apusului. Aceasta este perioada in care literatura romana a recuperat cel mai mult din decalajul 
fa(a de culturile europene occidentale, este adevarat, de multe ori prin improvizatie, prin 
apetenta scriitorilor fata de subiecte extrem de variate §i indepartate ca specializare, un 
multiculturalism exacerbat, §i totul doar pentru a arde etapele care s-au succedat in mod natural 
in Apus. Astfel ca, pana pe la 1880, putem vorbi cu adevarat de o perioada a rena§terii culturii 
nationale grefate, este adevarat, pe marile modele ale culturii occidentale. 

Ca urmare, trecand peste creatiile episodice, abia mijlocul secolului al XlX-lea poate fi 
considerat cu adevarat debutul romanului romanesc, un roman mimetic, care preia o serie de 
teme ale literaturii universale, dar care va avea un rol important in stimularea creatiilor 
originate ulterioare. Astfel, Hotii §i hagiul a lui Alexandru Pelimon (1853), Istoria lui Alecu 
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§oricescu a lui Ion Ghica, Tainele inimei a lui Kogalniceanu sau Manoil a lui Dimitrie 
Bolintineanu, constituie debutul unor noi experience pe taramul culturii autohtone, venite sa 
hraneasca apetitul pentru lectura a unei paturi sociale destul de subtiri, cea a nobilimii si a 
burgheziei. 

De ce este necesar sincronismul? 

Cauzele lipsei romanului romanesc autentic in perioada de inceput al lui au determinat 
largi dezbateri in randul criticilor, incercarile de explicare a acestui fenomen constituindu-se in 
tot atatea teorii literare. In acest sens, daca Mihai Ralea sus(ine lipsa precedentului in apari(ia 
unor noi forme literare (in Apus, epopeea a determinat aparitia romanului, in timp ce la noi, 
balada a generat doar sora mai mica a romanului, nuvela), Iorga vorbe§te despre conditiile 
sociale precare ale scriitorului, o piedica serioasa in actul crcapci. 

In ciuda criticilor aduse de Titu Maiorescu, care contrapune teoriei lovinesciene teoria 
formelor fara fond, Lovinescu accepta imitatia ca pe un proces necesar eliminarii rapide a 
decalajelor culturale, aratand faptul ca, in timp, fonnele pot sa-§i creeze uneori fondul, avand 
ca beneficiu ulterior o modemizare rapida a literaturii romane. Prin urmare, nu putem vorbi 
despre un servilism cultural, despre o imitafie fara discernamant, ci despre o incercare de 
integrare (in cadrul unui proces socio-cultural mai amplu, de omogenizare a tuturor valorilor 
estetice) in randul marilor culturi europene, in vederea depasirii spiritului periferic, 
provincial” cum il numestc Eugen Lovinescu. Iar depa§irea spiritului provincial, in viziunea 
lovinesciana, insemna urbanizarea tematicii literare, obiectivarea, intelectualizarea §i 
dezvoltarea laturii analitice a romanului, elemente absolut necesare depasirii 
traditionalismului, fara insa a se abandona lilonul national, care da, pana la urma specificitatea 
scrierilor noastre. 

Aceasta sincronizare cu romanul occidental se va produce insa, asa cum o sus(inc 
Gheorghe Glodeanu in Poetica romanului romanesc interbelic 1 , „abia dupa umplerea a cat mai 
multor goluri, dupa abordarea unor serii de forme literare inexistente inca la noi, acest urias 
efort tradand tentativa depasirii oricaror inegalita(i, con§tiin(a handicapului diminuandu-se pe 
masura maturizarii literaturii romane”. 


1 Gheorghe Glodeanu, Poetica Romanului romanesc interbelic, Editura Tipo Moldova, Iasi. 2013, p. 9 
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Autohtonizarea romanului romanesc are ca linie de plecare romanul Ciocoii vechi §i 
noi al lui Nicolae Filimon (1862), care a incercat sa depa§easca mimetismul crea(iilor de pana 
atunci, generand apari(ia unei pleiade de prozatori valoro§i: Agarbiceanu, Hasdeu, Slavici, 
Duiliu Zamfirescu, VIah 14 a §i mul(i altii. 

in linii mari, romanul clasic, surprinde 0 lume rational a, in care morala colectivita(ii se 
confunda cu morala individului, personajele fiind dotate cu caracter putemic, imuabil la 
ac(iunilc in care este prins. Omniscien(a §i omnipoten(a autorului face ca elementul obiectiv al 
romanului sa fie, in fapt, reprimat, via(a personajelor fiind dirijata de un demiurg, e adevarat, 
un demiurg care nu se lasa revelat, care le hotara§te destinele si miscarile in cuprinsul 
romanului, de la primul §i pana la ultimul rand, asemenea unui papular. Vorbim, asadar, de 
inceputurile romanului, caruia ii lipscstc rafinamentul laturii psihologice, preocupat doar de 
epic, vanzand iluzia realului. 

Intr-un timp relativ scurt, pe masura ce ne apropiem de perioada primului razboi 
mondial, dar mai ales in perioada interbelica, apar primele semne novatoare ale romanului, 
incercandu-se depa§irea barierelor impuse de romanul clasic, supus omniprczcn(ci scriitorului, 
pe care Nicolae Manolescu il acuza de „dictatura personala asupra personajelor”. Astfel, un 
prim pas in acest sens este facut de Romanul Comanetjtilor (publicat in anul 1907) a lui Duiliu 
Zamfirescu, care sparge tiparele vremii, renun(and la stilul auctorial, apropiindu-se de forma 
modema a romanului european prin obiectivarea evenimentelor, pentru aceasta apeland la 
forma naratiunii impersonale. Din acest ciclu, primul roman, Via fa la / ara , publicat in 1898, 
ilustreaza cel mai bine pasajul spre modernitate, structura sa ingloband un amestec de 
traditional §i modernism: transpar ecouri din Nicolae Filimon, prevestind romanul realist al lui 
Rebreanu, dar §i latura idilica din La Medeleni a lui Ionel Teodoreanu. 

Traditionalismul „cot la cot” modernismul 

Din nevoia de a ne alinia crca(iilor occidentale, in doar cateva decenii au fost arse etape 
care in literatura apuseana s-au succedat de-a lungul catorva sute de ani. Astfel, naratiunca 
obiectivata „balzacianista”, ajunsa la noi cu 0 intarziere de optzeci de ani (prin anii ’30 ai 
secolului trecut), abandonata de romanul european, este contaminate cu noile inllucn(c literare 
apusene, ilustrative find in acest sens operele lui Calinescu sau ale Hortensiei Papadat- 
Bengescu. 
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O prima caracteristica a romanului interbelic este cea a abordarii unei tematici 
inspira(ionale diversificate, apeland la tipologii umane complexe, provenind din clase sociale 
diferite. in ciuda tendintei de rezisten(a a traditional ului de tip balzacian, de intoarcere la 
modelul obiectiv de roman, recognoscibil in Enigma Otiliei a lui Calinescu, experimentul 
literar i§i face tot mai mult simpta prezenja. Anul 1920 este data de na§tere a romanului obiectiv 
romanesc si, deci, a modemismului, an in care Liviu Rebreanu publica romanul Ion, deschizand 
drumul realismului dur dupa modelul scrierilor lui Stendhal sau Balzac, dar §i romanului 
psihologic, tot el fiind autorul, doi ani mai tarziu, al primului roman de introspccpc, Padurea 
spanzurafilor. 

Modelul balzacian, de tip narativ obiectivat, caracteristic perioadei de inceput a 
romanului modem, determina aparipa unui nou tip de scriitor, unul omniscient, atotputemic, 
care doar pare ca da libertate de acpunc personajelor sale, el aflandu-se, in fapt, in spatele 
tuturor evenimentelor, pe care le domina in mod demiurgic, controlul sau intinzandu-se pana 
in cele mai ascunse cotloane ale minpi. 

Criza burgheza de dupa primul razboi mondial determina o serie de modificari ale 
esteticii romanului, unul dintre cei mai important romancieri romani, Mihail Sadoveanu 
(despre care George Calinescu considera ca are un realism de tip balzacian dar §i melancolia 
unui romantic), recurge la actul de refuz inspiraponal al unei lumi care pare a se transforma 
intr-un ritm extrem de rapid, apeland la o lume arhaic-mitica, §i asta in timp ce o buna parte 
dintre scrierile experimentale ale momentului se doreau a fi de natura psihologisto- 
intelectualista. in ciuda faptului ca, cel pupn la prima vedere, Sadoveanu parea mai apropiat de 
Anatole France decat de Proust sau Gide, operele sale ( Hanul Ancufei, Baltagul, Oameni din 
luna, Venea o moara pe Siret etc.) par mai curand apropiate de un model utopic al unui 
umanism reinviat de tip „hessian” sau „camusian”. 

Primul reprezentant marcant de factura subiectivista, Camil Petrescu, unul dintre 
creatorii romanului modern de analiza psihologica, va apela la tipologia eroului intelectual, 
autoanalitic, plin de energie de tip stendhalian, care va sfar§i tragic, invins de propriile lor 
pasiuni devoratoare. Experimentalist prin excelenla, Camil Petrescu, adept al anticalofilismului 
(al refuzului convcntici stilului care ar putea, in opinia lui, sa aduca prejudicii autenticita(ii), 
este un sustinator al transcrierilor nude, care sa reflecte cat mai fidel starile naratorului, apctcnta 
lui pentm proza psihologica putandu-se explica prin interdependenta dintre dezvoltarea unor 
discipline la moda in acea epoca, psihologia §i psihanaliza, §i literatura. 
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Cel de-al doilea model narativ care s-a impus in perioada interbelica este cel 
experimental, aparut din nevoia depasirii limitelor codului narativ obiectivat, considerat de unii 
romancieri ca Hind ajuns la limita maxima a imaginarului. Solupa gasita a fost aceea de 
reorientare a atcntici dinspre descrierea rcalitaplor exterioare spre interior, spre propriul 
interior, sondand in mod subiectiv propria con^tiinta. in Poetica romanului romanesc 
interbelic, Gheorghe Glodeanu surprinde fenomenul acestui transfer de perspectiva, care are 
ca §i consecin|a disparitia naratorului omniscient: „Sfidarea mitului creatorului omniscient §i 
mutarea centrului e interes dinspre exterior spre interior duce la apropierea tot mai accentuata 
a Autorului de Personaj, pana cand apropierea celor doua puncte de vedere devine totala. [...] 

Apogeul literaturii romane interbelice este atins insa in anul 1933, anul aparipci unui 
numar impresionant de scrieri, romanul ajungand a fi considerat, pentru prima data, 
„suveranul” momentului, nu numai din punct de vedere cantitativ, dar si calitativ: Adda 
(Garabet Ibraileanu), Fatal lui Procust (Camil Petrescu), Maitreyi (Mircea Eliade), Cartea 
nunfii (George Calinescu), Rusoaica (Gib I. Mihaescu), Maidanul cu dragoste (George Mihail 
Zamfirescu) etc. Ca si caracteristica a acestei perioade trebuie mcnponata indreptarea atcntici 
atat a scriitorilor, cat §i a cititorilor spre fresca sociala, in unele cazuri ea fiind realizata in 
cadrul mai multor volume care au ca punct comun prezen(a acclorasi personaje. 

Unul dintre conceptele cele mai uzitate al acestei perioade, aparut ca rcacpe a noului 
val de scriitori la modelul narativ obiectivat, este cel de autenticitate, propus de Eliade si Camil 
Petrescu (este adevarat, sub presiunea modelului francez impus de Proust §i Gide) si imbrapsat 
extrem de rapid de o pleiada de scriitori, printre care Mihail Sebastian, Anton Holban, Mircea 
Eliade sau Max Blecher. Omniscientismului deja clasicizat i se opune o estetica care respinge 
latura auctoriala, o estetica a confesiunii subiective care ilustreaza realul, acum luand avant 
jumalul intim si memorialistica. 

De la „realismul socialist” la „al doilea modernism” 

Parcursul prozei contemporane are ca punct de plecare anii de dupa 1944, debut nefast, 
in plina epoca a realismului socialist, a proletcultismului, caracterizat de o moralizare care nu 
avea nimic de-a face cu esteticul literar, singurul sau scop fiind acela de desprindere de valorile 
literaturii de pana atunci, inclusiv de culturile occidentale, §i promovarea unor teme legate de 
politica socio-economica a vremii (cooperativizarea forjata, industrializarea etc.). 
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Proletcultismul devine obligatoriu incepand cu 1949, asistand, pentru prima data in 
istoria crcafici, la aparitia unei literaturi angajate, la o ideologizare a literaturii care sa susfina 
un partid, transfonnandu-se astfel intr-o institute de propaganda. Ofensiva realismului 
socialist, dcclansata din nevoia de aparare a politicului de patura culturala neafiliata, a ridicat 
compromisul la rang de „arta”, scriitorii care au refuzat implementarea noilor „cerinfe” in 
scrierile lor fiind condamnati sa-si duca vial,a la periferia culturii. 

Avantul fecund al literaturii interbelice nu este intrerupt brusc, el fiind continuat, chiar 
daca nu cu acccasi intensitate, pana in jurul anilor 1947-1948, cand i§i face aparifia volumul 
Intalnirea din pdmanturi a lui Marin Preda, criticat cu severitate de pscudoanalistii 
proletculti§ti, acest eveniment dand tonul cenzurii care avea sa vina. Lipsa realizarilor literare 
notabile din aceasta perioada nu fine numai de disparifia a doua dintre marile nume ale acestei 
generatii, Rebreanu si Lovinescu, ci §i de o secatuire a esteticii experimentale determinata de 
eforturile uria§e depuse in vederea recuperarii §i alinierii romanului romanesc la cel european. 

In ciuda controlului ideologic, in anii ’50 au existat cateva cxccptii, opere de valoare 
reu§ind sa strabata negura proletcultismului: Blend Ioanide a lui George Calinescu (1953), 
primul volum din Moromefii lui Marin Preda (1955), Desculf a lui Zaharia Stancu (1948), 
Groapa de Eugen Barbu (1957), despre care §erban Cioculescu spunea ca este unul dintre cele 
mai bune romane din literatura noastra. 

in virtutea „alinierii” la marea literatura proletcultista rasa, romanul romanesc al anilor 
’50, prin patura obedienta a tagmei scriitorilor, a preluat doua teme majore vehiculate in 
literatura de la est, cea a razboiului (notabil in acest sens este romanul Negura al lui Eusebiu 
Camilar), si cea a industrializarii/colectivizarii (aparitia volumului Ogoare noi de Aurel 
Mihale, Otel p paine de Ion Calugara sau romanele Baragan §i Zorii robilor al lui Valeriu 
Emil Galan fiind doar cateva dintre exemplele concludente in acest sens). 

Respingerea proletcultismului de catre §aizeci§ti, §aptezeci§ti §i optz.ecpti 

Datorita diminuarii presiunii politicului asupra culturii, determinata de accesele de 
independent ale conducerii comuniste fata de Moscova, anii ’60 au ca principals caracteristica 
o oarecare imunizare in fata imixtiunilor proletcultiste, fapt care a dus la redescoperirea esteticii 
literare interbelice, a libertafii de creafie, renuntandu-se treptat la temele predilecte ale 
literaturii „obediente”: colectivizarea, industrializarea etc. 
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O pleiadS de scriitori important Tsi fac debutul in aceastS perioadS (Nichita StSnescu, 
Marin Sorescu, Dumitru Radu Popescu, Nicolae Velea, Sorin Titel etc.), unii dintre ei reluand 
o esteticS vehiculatS in anii de dinainte de rSzboi, altii promovand structuri literare noi: de la 
onirismul sustinut de Dimov, Brumaru, Tcpencag sau neoreali§tii Adamcstcanu, Toiu, Breban, 
Cosa§u, panS la reprczentanti ai prozei fantastice ca Mircea Horia Simionescu sau ai 
metafictiunii, ca OlSreanu sau Radu Petrescu. Acestora li se adaugS garda veche de romancieri, 
care incearcS sS se desprindS de tiparele anilor ’40-’50, experimentand diferite formule literare, 
cSutand noi stilistici. in acest sens, Marin Preda tenteazS publicul cititor, in 1962, cu un roman 
de facturS existentialists, Risipitorii, urmat, dupS aproape cinci ani, de cel de-al doilea volum 
al Moromefilor, care va initia o nouS tematicS, cea a abuzurilor politice ale obsedantului 
deceniu. 

Ca rSspuns la mediocritatea proletcultistS promovatS in deceniul anterior, „§aizeci§tii” 
au redeschis un cap de pod al modemismului interbelic, postmodemismul (unii critici 1-au 
numit chiar neomodernism, insS criticul literar Ioana Em. Petrescu il considers doar ca pe o 
etapS de tranzi(ic spre postmodernism) care fScea trecerea de la proza auctorialS la cea 
autoreflexivS, impunand un nou tip de intcrac(iunc cu cititorul. 

Deceniul al optulea literar, al „§aptezeci§tilor”, este unul rcac(ionar, avand drept tinta 
modemismul „oficial” al „saizccistilor”, militantii acestei gcncra(ii, numita de Laurcn(iu Ulici 
„cea mai curata ideologic”, profitand din plin de ruptura politica de Moscova, ca urmare a 
reac(ici dure a lui Ceau§escu fata de intcrvcn(ia rusa din Cehoslovacia, din 1968. In ciuda 
respingerii scriiturii confratilor lor din decada precedents, „§aptezeci§tii” au profitat de 
elementele avangardiste promovate de accstia, dar legStura lor de suflet a fost cea cu 
intelectualii gcneratici interbelice, Bacovia, Blaga, Arghezi, Eliade, Rebreanu §i mull) altii, in 
care vedeau un model §i ai cSror continuatori, prin prisma postmodernismului, se doreau a fi. 
in aceastS perioadS se refac etapele pierdute in anii ’50-‘60, cum altfel, decat a§a cum s-a 
intamplat pe intreg parcursul literaturii noastre, sSrind mai multe trepte deodatS, propunand 
experience literare imbrScate in halatul neomodernismului. 

Romanul acestei decade, prin Nicolae Breban, George BSlSi(S, A. E. Baconski sau 
Augustin Buzura, va aloca accente neomodemiste poeticii interbelice, transpunand in scrierile 
lor oniricul, fantasticul, psihologicul. 

Atitudinea de respingere a realismului socialist s-a produs apeland la o serie de tehnici 
literare care sS-i protejeze de repercusiunile regimului comunist: satira, ironia, parabola, 
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alegoria. „Romanul cu cheie” adresat celor ini(ia(i, care stiu sa citeasca printre randuri apare ca 
un reflex la actul de cenzura. Evocator in acest sens este romanul Delirul al lui Marin Preda 
care, in ciuda controlului cenzurii comuniste, reu§e§te sa strecoare sub masca unei drame 
sociale in mediul jurnali§tilor bucure§teni de la inceputul anilor ’40 imaginea unui personaj 
tabu in acea epoca, marcsalul Antonescu. 

Tot in aceasta perioada i§i fac aparitia noi specii literare care marcheaza aparitia 
realismului magic (§tefan Banulescu), a metafte(iunii (Mircea Horia Simionescu, Radu 
Petrescu), a prozei fantastice, aceasta din urma avand un important rol in lupta contra 
sistemului, refugiul in fictiunc reprezentand un mod eficient de a rezista dogmei comuniste. La 
fel, neomodemismul de la finalul anilor ’60 a determinat aparifia primelor forme de 
postmodernism (experimentalismul), cele doua curente coexistand pe parcursul intregului 
deceniu §apte. Daca primul curent, cel neomodemist, era dominant, fund reprezentat de 
generafia lui Nichita Stanescu, Ana Blandiana, loan Alexandru, D. R. Popescu, Fanus Neagu 
etc., cel de-al doilea, experimentalismul, era minoritar ca numar de rcprczcntanp (§tefan 
Foarta, Alexandru Ivasiuc). 

in ciuda presiunilor ideologiei comuniste, romancierii anilor ‘80 i§i radicalizeaza 
atitudinea ca raspuns la lipsa din ce in ce mai acuta a libertafilor individuate, aceasta generate 
(din care faceau parte Richard Wagner, Herta Miiller §i mulfi al(ii) influcntand cvolufia 
romanului postcomunist. Marcafi din ce in ce mai mult de literatura britanica si americana, 
abordand o scriitura directa, intr-o mare diversitatea stilistica, experimentalul devenind 
omniprezent, ace§tia incheie o etapa a postmodernismului romanesc si deschide una noua, 
redescoperind subiectivismul auctorial, impletit deseori cu obiectivitatea realista. Scriitori ca 
Gheorghe Craciun, Gabriela Adame§teanu, Mircea Cartarescu, Cristian Teodorescu, Radu 
Cosasu §i mul(i altii, folosindu-se de formule narative inedite, surprind tragicul, absurdul, 
dezintegrarea morala a unei epoci abia apuse, creand personaje memorabile care surprind 
disolufia sociala, dezumanizarea (iintci. Intunccapi ani ’80 au facut ca scrierile valoroase sa 
circule doar „pe sub mana”, textele lui Cartarescu sau Iaru, considerate de regimul politic ca 
„neadecvate”, intrand la categoria a§a-numitei literaturi de sertar. 

Intr-un climat de criza profunda, politica §i sociala, in care cenzura obliga la o 
exprimare prudenta, generafia anilor ’80 a creat postmodemismul, a carui caracteristica 
principals consta in negarea gcnerapilor anterioare lor, in nonconformism, continuand, mai 
mult sau mai pu(in fa(i§, lupta cu absurdul regimului totalitar. 
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Din cauza marginalizarii la care era supusa, gcnerapa tinerilor scriitori ai acestui 
deceniu au imbrapsat postmodemismul ca pe o reache la respingerea lor din literatura curenta 
de catre „batranii clcfanp”, falia creata intre postmodemi§ti si batranii moderni^tii anchilozap 
intr-o estetica anosta, cascandu-se tot mai mult. 

Cu o diversitate stilistica remarcabila, apeland la metode narative cu totul noi 
(autorcfcnpalitatca, intertextualitatea, pastisa, textualismul), „optzeci§tii” se adreseaza unui 
public format din punct de vedere cultural, odata cu aceasta generate putandu-se vorbi de o 
„democratizare” a literaturii. Antropocentrismul, biografismul, integrismul spiritual sunt doar 
cateva dintre particularitaplc acestei gencrapi, ideologia postmodernists atasata ei Hind, in fapt, 
o noua simtirc, una intclcctualist-jucausa, „un simptom al dezorientarii” cum o denume§te 
eseistul si criticul literar Gheorghe Grigurcu. 

Nouazeci§tii realismului apocaliptic §i douamii§tii banaluhii cotidian 

Imediat dupa 1989, proza romaneasca intra intr-un con de umbra, editurile fund 
interesate in primul rand de jumalele de detente (o noutate pe taram literar pana in acea 
perioada) si de operele nepublicate din cauza cenzurii. Tot acum se reediteaza o serie de romane 
publicate in anii ’60-’80, numarul de exemplare Hind reduse insa de la tiraje de masa la tiraje 
de salon. Literatura anilor ’90 este cea a unei lumi aflata in descompunere, a unei societal 
claustrate, macinata de balansul dintre dorinta de a ramane sau de a parasi tara. Primele volume 
aparute in absenta cenzurii zugravesc un univers violent, populat de indivizi acefali, descris de 
criticul Dan C. Mihailescu in Literatura romana in postceau^ism 2 ca un „realism apocaliptic al 
unei Romanii care ranje§te”. Exponentilor acestui realism „apocaliptic”, Radu Aldulescu 
(Amantul colivaresei), Dan Stanca ( Vdntul sau (ipdtul altuia), Felicia Mihali (Java brnnzei), 
care zugraveau o Romanie patetica, apocaliptica, adaugandu-li-se ca^iva scriitori „cuminti”, de 
factura cehoviana: Sorin Stoica ( Povestiri cu injuraturi), Lucian Dan Teodorovici (Cu pu(in 
timp inaintea coborarii extrateregtrilor printre noi) sau Petra Cimpoesu (Un re gat pentru o 
musca). Anii ‘90, caractcrizap prin post-textualism, s-au dovedit a li cei mai saraci in aparipi 
de romane, nuvela si poezia fiind predominante (Mihail Gala(anu, Cristian Popescu, Petre 
Barbu etc.). 


2 Mihailescu, Dan C., Literatura romana in postceaupsm. Vol. II, Proza. Prezentul ca dezumanizare, Editura 
Humanitas, Bucure^ti, 2009 


789 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Anii 2000 au reprezentat o perioada de cotitura in literatura romaneasca, descatu§area 
culturala §i ideologica (alaturi de influenza literaturii americane) detenninand abordarea unor 
teme considerate de critica ca minimaliste: sexualitatea paroxistica, pornogralia insopta de 
limbajul liccntios. Rcprczcntanpi acestei perioade, supranumita §i cea a „mizerabili§tilor”, 
(Constantin Acosmei, Elena Vladareanu, Filip Florian, Drago§ Bucurenci, Fiorina Ilis, Sorin 
Stoica, abordeaza cotidianul banal, aducand la lumina personaje la fel de banale. Scrisul fara 
constrangeri a determinat aparitia unei sinccritap necenzurate, cu defulari tumultuoase, 
excesive, un fel de realism brutal, „douamii§tii” pretinzand a nu avea predecesori, fiind un fel 
de generate fracturata (o fractura fa(a de tot ceea ce se scrisese pana atunci) de tip 
neoavangardistautenticista. 

Publicat in anul 2004, romanul Pupa russa a lui Gheorghe Craciun marcheaza linalul 
postmodernismului romanesc, facand posibila reinventarea subiectivitafi i auctoriale, 
deschizand drumul pe care se inscrie Cartea §oaptelor a lui Varujan Vosganian, romanul 
psihologic Medgidia. Orapd de apoi al lui Cristian Teodorescu sau romanul Provizorat, 
publicat in 2010 de Gabriela Adame§teanu. Alaturi de acestea, trilogia Orbitor a lui Mircea 
Cartarescu (pe care criticul Nicolae Manolescu ll considera cel mai important exponent al 
gcncrapci optzeciste) §i romanul Intoarcerea huliganului publicat in anul 2008 de Norman 
Manea au marcat ultimele doua decenii ale literaturii romane. 

Atmosfera literara a acestui deceniu cuprinde o serie de teme noi, determinate de 
existen(a unei tipologii noi de personaje, a caror aparipc se datoreaza consumerismului excesiv: 
alienarea, alteritatea, dezorganizarea psihologica. Pe de alta parte, in aceasta perioada, in care 
conlocuiesc, alaturi de „douamii§ti”, debutanti pe taramul literar, „optzeci§ti” si „nouazccisti”, 
este caracterizat de o aliniere a tipologiilor literare, Gabriela Adamcstcanu, spre exemplu, 
avand multe in comun cu Cristian Teodorescu sau Radu Aldulescu. O oarecare unitate tematica 
a acestei gcncrapi este data de prcfcrinta in abordarea laturilor promiscue ale reziduurilor lumii 
postcomuniste. Mijloacele postmodemiste ale romanului contemporan (nostalgia parodied, 
autorcfcrcntialitatca, autoparodia etc.) transforma scriitura intr-o con§tiin(a auctoriala a unei 
filosofii existen(iale. 


790 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Bibliografie 

1. Calinescu, George, Istoria literaturii romane, Bucure§ti, Editura Minerva, 

1982; 

2. Cordo§, Sanda, Literatura intre revolu(ic §i reac|iune. Problema crizei in 
literatura romana §i rasa a secolului XX, Editura Apostrof, Cluj-Napoca, 1999; 

3. Gheorghe Glodeanu, Poetica Romanului romanesc interbelic, Editura Tipo 
Moldova, Ia§i, 2013, p. 9 

4. Mihailescu, Dan C., Literatura romana in postceau§ism. Vol. II, Proza. 
Prezentul ca dezumanizare, Editura Humanitas, Bucurcsti, 2009 

5. Iorga, Nicolae, Istoria literaturii romane, I, ed. II, 1925; 

6 . Lovinescu, Eugen, Istoria civilizatici romane moderne, Bucure§ti, Editura 
§tiin|ifica, 1972; 

7. Manolescu, Nicolae, Area lui Noe, Bucure§ti, Editura Gramar, 2001 ; 

8 . Mihailescu, Dan C., Literatura romana in postceau§ism. Vol. II, Proza. 
Prezentul ca dezumanizare, Editura Humanitas, Bucure§ti, 2009; 

9. Simul, Ion, Proletcultism sau realism socialist? (II) in: „Romania literara ”, Nr. 
31. 


791 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


BEHIND CLOSED DOORS: NEO-VICTORIAN ADAPTATIONS OF WILKIE 
COLLINS'S THE WOMAN IN WHITE 


Elena Enciu 

’’Ovidius” University of Constanta 


Abstract: Sensationalism as a literary genre made its first significant impact in 1859 with the 
serialisation in weekly installments of Wilkie Collins’s The Woman in White. Based on themes like 
insanity, identity, crime, female transgression and imposture, Collins’s novel has been kept alive in 
people’s imagination and is now the subject of various kinds of rewriting and re-interpretation. Among 
the many emerging adaptations, Sarah Waters’s Fingersmith (2002), John Harwood’s The Asylum 
(2013) and James Wilson’s The Dark Clue (2001) are considered to be representative for the neo- 
Victorian surge, as they create a textual bridge between the Victorian past that we imagine and the 
twenty-first century present. This paper is meant to analyse particularly those elements used by three 
authors in their neo-Victorian adaptations in order to make the journey back into the nineteenth century 
relevant to the contemporary reader. 

Keywords: adaptation, neo-Victorian, identity, trauma, sensation novel 


The Victorians’ attitude towards women demonstrated that, regardless of social class, 
marriage offered them the same legal status as children or slaves throughout most of the 
nineteenth century. Caroline Norton, an educated woman who was thrown out in the streets 
and deprived of her children and her inheritance by an abusive husband, campaigned, 
successfully, for the introduction of the Divorce Bill in 1855. Although this Bill was meant to 
secure a woman’s right to resume possession of her own property or that of her future earnings 
if obliged to leave her husband, to sue and be sued and to enter contracts in her own right, it 
wasn’t until the Married Women’s Property Act in 1882 that married women were granted the 
full right to separate ownership of property from their husbands. 1 


1 See A.N. Wilson The Victorians. London: Arrow Books, 2003, pp.345-426 
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During a period of economic hardship and social controversies, Wilkie Collins 
publishes his most celebrated novel, The Woman in White in which he discusses the legal rights 
of married women in the Victorian society. 

The novel opens with the image of Anne Catherick, the illegitimate child of a servant 
and a gentleman and one of the traumatised women in the novel. From a combination of journal 
entries, personal letters and legal documents the reader gradually learns the stories of Laura, 
wrongfully placed in an asylum by her abusive husband; Sir Percival Glyde, the villain who is 
in the habit of locking women in madhouses for personal benefits; Walter Hartright, the hero 
who solves the mystery and saves the day; Marian, the intelligent and poor half-sister who 
helps Walter and Laura, and Count Fosco, the “Napoleon of Crime”. 2 According to critics, 
Collins’s novel has everything: “spine-tingling set-pieces, lunatic asylums, mysterious doubles, 
a titled woman beset by aristocratic villains [...], a series of unreliable narrators, all of whom 
read the identity of the „woman in white" differently” (Purchase 190), all of which contribute 
to the mysterious and sensational atmosphere that Wilkie Collins wanted to create. 

Despite the modernists’ dislike of the Victorian literalism in the first half of the 
twentieth century, the Victorian novels and their numerous adaptations kept the Victorian Age 
alive in people’s imagination. In the last decades, many writers have in some way returned to 
the days of their Victorian predecessors and for these texts, written after the nineteenth century 
but evoking the Victorian past, different possible names have been proposed, the more recent 
of which is neo-Victorianism. 

What sets neo-Victorian fiction apart from other texts written after 1901 but having a 
Victorian setting is the self-conscious engagement with the “act of (re)interpretation, 
(re)discovery and (re)vision concerning the Victorians” (Fleilmann & Llewellyn, 2010, p.4). 
The purpose of adapting and appropriating the main literary genres of the nineteenth century 
and of using the cover provided by the Victorian setting is to discuss some of the contemporary 
anxieties rooted in the nineteenth century and explore non-Victorian themes like sexuality, 
conflicting masculinity, material culture, bad parenting, by using postmodern narrative 
techniques and focusing on “underclasses and underworlds, on sex and socialism” (Cartmell, 
2012, p.277) 3 . 


2 See Wilkie Collins ,The Woman in White, John Sutherland (ed.). 1860. New York: Oxford University Press,2008, 
cover page. 

3 See Deborah Cartmell, A Companion to Literature, Film and Adaptation. Oxford: Blackwell, 2012, pp. 74-86, 
for a detailed analysis of the relationship between neo-Victorian novels, their screen adaptations and the screen 
adaptations of ‘traditional’ Victorian novels. 
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In the late twentieth and early twenty-first centuries, The Woman in White has become 
an important inspiration for neo-Victorian authors, screenwriters, musicians and stage 
producers. Some of the reasons behind the high number of adaptations of Collins’s most 
famous novel are the continuing popularity of the sensation fiction and the fact that the novel’s 
major themes - madness, the loss of identity, the effects of traumatic experiences, the legal and 
social status of married women still appeal to modern audiences. 

James Wilson, Sarah Waters and John Harwood embrace intertextuality and don’t strive 
to separate themselves from their Victorian precursors. Instead, the three authors use the fact 
that their audiences already know what a Victorian text is like and that they have already 
interpreted it. In each of the three neo-Victorian novels the authors adapt Collins’s text in order 
to make it relevant for a new audience. Considering the fact that society has changed since the 
1860s, the issues presented by Collins might not produce the same effect on modem audiences 
as they did in the Victoria Era. Thus, neo-Victorian adapters face the serious challenge of 
creating original texts that are able to enhance their source material and address concerns of 
contemporary interest. 

Wilson’s 2001 novel, The Dark Clue, is imagined as a sequel of The Woman in White 
maintaining Walter Hartright and Marian Halcombe as protagonists. Their detective work in 
Collins’s novel is a success and its immediate outcome is Laura’s freedom, her regained 
identity and inheritance. In Wilson’s novel, Walter and Marian offer their services to a noble 
woman and their mission is to research the life of J.M.W Turner in order to write the famous 
painter’s biography. Their declared objective is to find out the truth about the mysterious 
painter’s life and clear his reputation. 

Although Victorian sensation novels focus on female characters, James Wilson 
complicates the feminist approach with the characteristically postmodern theme of masculinity. 
Readers are used to the complex female characters and the flat male characters from the popular 
Victorian novel. The male characters in Victorian novels are confined in their patriarchal roles 
and they are not capable to express any great emotion. However, the idealised roles of the 
“angel in the house” and the powerful master in the house were often simply that- an ideal 
rather than a reality. John Tosh argues in his study that, in the nineteenth century, the ideas 
about manliness and masculinity were created- and even dictated- by the personal development 
literature of the time, the same way the same kind of contemporary literature tries to shape 
personal identities into better versions of the self in order to fit modem societal demands. 
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His first conversation with Marian exposes Walter’s “dark corner”(37) of his being, his 
real state of mind. It becomes evident that his marriage with Laura leaves him frustrated, 
emasculated and unhappy. Although he has “everything that, in the eyes of the world, should 
make a man happy” (38), his life is empty and with no purpose. Wilson’s construction of 
masculinities is meant to educate against incoherent norms and recommendations found in 
conduct books that are impossible to implement. The novel reinforces the idea that domesticity 
is more than a duty or a set of obligations; it is a state of mind. Striving to meet cultural 
expectations by ignoring their inner contradictions, Walter becomes a victim with no chance at 
genuine happiness. 

In The Woman in White Walter and Marian are intelectual equals and, although Marian 
is poor, they were a far better match according to contemporary standards. Instead, Walter 
chooses conformity and marries the beautiful Laura, an ’’angel in the house” with a large 
inheritance. In Wilson’s adaptation, Walter is a complex character and has a complicated 
relationship with Marian which culminates in rape. In their pursuit for Turner’s true identity, 
Walter and Marian are forced to confront their repressed personal traumas. The detective work 
and the dark aspects of Turner’s life create the perfect environment for Walter’s repressed 
feelings and frustrations to emerge. Uncovering Turner’s secrets and discovering a world of 
corruption, prostitution and pornography, a world absent from the Victorian traditional novels, 
the neo-Victorian representation of Walter Hartright becomes vulnerable and loses control over 
himself. 

In the detailed account of her feelings after the rape, Marion wrote in her diary that 
she felt “a throb of pleasure”, making the question of consent problematic. From the beginning 
of The Dark Clue Marion shows care and deep affection towards her sister’s husband and 
Walter feels “butterflies in his stomach”(38) when she is about to speak to him. In her writing, 
Marian describes herself as both victim and betrayer and Walter is also a victim and a criminal. 

Laura Fairlie never addresses the traumas of the past and whatever effects the 
imprisonment in a lunatic asylum, the abuses from her first husband and the loss of identity 
might have had, they are to be silenced and forgotten. Laura is never given the chance to narrate 
her own version of the story and to express her suffering over the traumatic experiences. 

In a similar manner, The Dark Clue concludes with the suggestion that the sexual 
trauma will be repressed rather than confronted. Marian records in her diary the agreement she 
makes with Walter regarding what has passed between them: ’’You may talk to me of what 
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happened between us if you will, but neither you nor I will ever mention it to Laura or to any 
other living soul, and it will never happen again” (386). In his adaptation of Collins’s novel, 
James Wilson makes explicit many of the sexual tensions which are only hinted at in the 
original text. 

Sarah Waters’s Finger smith (2002) tells the stories of Sue and Maud as victims of a 
rigid patriarchal society. In the spirit of a traditional sensation novel, Waters’s multi-layered 
narrative is written as a series of twists and turns presented gradually in the testimonies of its 
protagonists. Being re-imagined in neo-Victorian terms, most of the novel’s characters belong 
to marginalised groups and its main concerns are gender roles, sexuality and identity. 

Women in Sara Waters’s novel are, one way or the other, subordinate to men and 
victims of the Victorian patriarchal system. Their existence depends on other male characters 
who can’t seem to meet their expectations. Maud is initially silenced by her manipulative uncle 
who treats her as an object in his possession, and then by Gentleman who fails to offer her the 
freedom he had promised when they eloped. On Lant Street, she finds herself trapped between 
an abusive fake husband and an overprotective Mrs Sucksby, who loves her so much that she 
cannot set her free. Sue is silenced by her gender and her class: she is an illiterate thief and a 
powerless woman. When she is locked up in a lunatic asylum, nobody bothers to listen to what 
she has to say as long as Gentleman offered his version of the story. Towards the end of the 
novel Maud and Sue manage to develop their own voices and tell their own versions of the 
past. 

The issue of identity within Fingersmith becomes one of the main themes in the novel. 
Like Laura and Anne in The Woman in White, Maud and Sue’s lives are more connected than 
they think: as babies they had been swapped by their mothers and their identities interchanged. 
When Sue finds out the real story of her birth she states: “My name, in those days, was Susan 
Trinder. Now those days all come to an end.”(540). Both Sue and Maud struggle to accept and 
live with the newly revealed truth about their identities. They can no longer relate to their past 
histories, but they become empowered to rewrite their past and achieve their own individual 
identities. This way they are able to create a world outside the expectations of the Victorian 
society, a world in which they can reside. 

The love between Sue and Maud is an important subplot. Sarah Waters stresses on the 
lesbian sexual politics, a topic impossible to find in any of the traditional Victorian novels. At 
first it is hard for the two protagonists to break from convention and accept their sexual identity, 
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but by the end of the novel they manage to develop their independent voices and tell their 
stories prom a lesbian perspective. Cora Kaplan states that the women in Sarah Waters’s fiction 
are not simply oppressed by men and male dominated society, but by women as well, “an 
undertow of same-sex betrayal and sadism, psychological and sometimes physical”. (23) 

In Waters’s interpretation, the madhouse becomes a symbol of disintegration of the 
female identity: the inhabitants go mad, simply because they are imprisoned in it. In Collins’s 
novel there is no description of Laura’s time spent in the asylum, although it is mentioned that 
it had great effect on Laura’s personality. The neo-Victorians revisit this theme and make it 
central as Sue’s ordeal is described in great detail. 

Both Laura in The Woman in White and Sue claim that they are someone else during 
their time spent in the asylum. They hold on to their identities despite the hostile audience they 
are up against. In all three novels the nurses use the words written in their clothing or on their 
personal items to convince them of their true identities. They are powerless victims at the mercy 
of the men who incarcerated them and they all need help from the outside world in order to 
escape. 

The characters in neo-Victorian fiction often operate in the moral grey zone: they are 
neighter good nor bad. Their transgressions and crimes are not the result of their innate villainty 
but the consequence of their circumstances, imposed by gender, class or society. Just as Sir 
Percival Glyde was merely an accomplice while Count Fosco master-minded the entire plot in 
Collin’s narrative, so is Gentleman Mrs. Sucksby pawn in Fingersmith. Thus, the true villain 
turns out to be someone else than the one who was suspected in the first place. 

The Asylum concentrates on the experiences of Georgina Ferrars, an ordinary, 
unmarried woman placed in a madhouse under mysterious circumstances. In this re¬ 
interpretation of The Woman in White, in spite of all the family secrets, there seems to be no 
good reason for someone to want her silenced or contained in an asylum. With no support from 
the outside world, it is entirely up to her to regain her identity and earn her freedom by solving 
the mystery and confronting the ghosts from her past. John Harwood’s narrative concentrates 
on family trauma and the search for identity. 

At the beginning of the novel, the protagonist Georgina Ferrars finds herself in a private 
asylum, Tregannon House, where she is told that she has voluntarily admitted herself under the 
assumed name Lucy Ashton. As she remembers nothing about that night and her memories of 
the past six weeks are not accurate, she is forced to remain in the asylum as a voluntary patient. 
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Georgina’s identity is shattered, and her only way to reconstruct her past and regain her 
freedom is through the act of writing in her journal. 

Unlike Laura and Sue before her, Georgina is granted more freedom inside the 
institution and benefits from a more humane treatment. Nevertheless, she doesn’t feel safe and 
struggles to recover from her amnesia in order to reclaim her identity: “I did not feel mad, but 
how was I to kn ow what madness felt like?”.(23) While writing her autobiography , her family 
trauma becomes evident: her mother is in fact a cousin of her biological mother, Rosina. This 
secret shows itself in Georgina’s behaviour as a child, when she fancies an imaginary childhood 
friend called Rosina: ’’the name simply floated into my head one day, and I liked the music of 
it”,(26). Rosina, the imaginary sister Georgina visualises in her own mirror reflexion, becomes 
her double and her every day companion. 

The theme of identity is reinforced when another double, Lucia Ardent, turns up at her 
house. Lucia is the illegitimate child of Rosina’s sister,Clarissa, and Felix Mordant who is also 
Georgina’s father. Them being half-sisters, although not known by the protagonists, explains 
the incredible phisical resemblance between them which allowed the two women to swap 
identities. The family secrets that are hidden from and by the protagonists of the novel turn into 
family traumas. Not knowing what their true identities are, Georgina falls in love with Lucia 
“like Narcisus, falling in love with my own reflection?” .(174) 

The present-day concern for gender and sexuality which is present in Fingersmith, can 
also be traced in the relationship between Georgina and Lucia. In the process of retracing the 
silenced voices of women and lesbians in the nineteenth century, Harwood, much like Sarah 
Waters, challenges the notions of marriage and sexuality. After moving in with her uncle, 
Georgina spent a lot of time locked in his house, reading novels. Mainstream literature fails to 
answer her questions : “Most novels ended in wedded bliss, but novelists never mentioned the 
bull-calf. I had always imagined something rough and clumsy and painful” ( 167). 

The theme of marriage in The Asylum is questioned from the beginning of the novel. 
Georgina enjoys a happy childhood raised in an isolated country house by her masculine aunt 
and her adoptive mother. Later in her testimony, she records a conversation she has with Lucia 
about the institution of marriage in which they expose their unwillingness to conform to the 
Victorian norms. They are happy with each other and can’t imagine themselves integrated in a 
society that accepts them only as wives and mothers. In their opinion, marriage deprives 
women of their freedom and this is unacceptable. Similar to The Dark Clue, Fingersmith and 
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The Woman in White , marriage is far from the idealised notion advertised in Victorian novels. 
Instead, it leads to a stern, colourless life dedicated to duty and sacrifice, a source of conflicts 
that end in trauma. 

When Georgina discovers that her amnesia is in fact the result of doctor Straker’s 
experimentation with an electroshock treatment rather than of repression, her deception alludes 
to the subverted expectations the readers of neo-Victorian novels experience :“Why choose a 
perfectly sane young woman when he had a whole asylum full of lunatics at his disposal? There 
was nothing at all unusual or interesting about me”. (207) 

As a response to contemporary women’s interest in the origins and evolution of their 
emancipation, Harwood explores the theme of feminism in his text. The author maintains the 
historical accuracy and depicts the abuses of men in various instances “My father owns even 
the clothes on my back, and if he chose, he could throw me into the streets to starve”(130), but 
also forms of resistance from women like Georgina’s mother and aunt, who “refused to wear a 
bustle, or endure any form of tight lacing.”(25) 

Motherhood is a frequent theme in sensation fiction and it is a sub-plot in both Wil ki e 
Collins’s novel as well as its three neo-Victorian adaptations. All the protagonists are orphaned 
of at least one parent and suffering the repercussions of that. Neither of the female main 
characters gets the chance to meet her father and lacks the protection and social standing that 
a father might provide. Most of them grow up without a loving mother and are sentimentally 
crippled as a result of their inability to work out their family trauma. In Fingersmith and The 
Asylum lesbianism subverts the importance of motherhood and encourages the idea of non- 
hetero-normative families. 

The setting in both the Victorian source text and its neo-Victorian adaptations alternates 
between London and the countryside. In neo-Victorian novels, London, in all its dreadful 
complexity, becomes a character in itself with a certain level of agency in the final outcome of 
the narrative. At least one of the characters in each novel is prevented from enjoying the 
pleasures of the urban landscape. Laura Fairlie is kept inside the house for safety reasons, 
J.M.W. Turner rarely leaves his house, Maud Lilly is made Mrs Sucksby’s captive, Georgina 
Ferrars is the prisoner of her own life. Also, Laura’s uncle is an invalid who spends his life 
surrounded by his material possessions and away from people while Maud’s and Georgina’s 
uncles are preoccupied with their books which they treat with love and care and ignore 
completely their nieces’ well-being. 
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Some of the other important similarities between the Wilkie Collins’s sensation novel 
and its neo-Victorian re-interpretations are: the journalistic description of events offered by 
several (unreliable) first-person narrators, their female protagonists as victims of patriarchy, 
lesbianism- although only hinted at in Collins’s novel, it is picked up by the neo-Victorian 
authors and transformed into an important theme. The tropes derived from nineteenth-century 
literature such as the orphan, the London slums, the criminal, the sexually deviant are 
transformed into agents of sexual and social liberation. These similarities bring the reader back 
to the escape of being entertained by a traditional Victorian sensation novel and prepares him 
or her to question the nineteenth century that they imagine when faced with the unconventional 
neo-Victorian view of the past. 

In writing their novels, James Wilson, Sarah Waters and John Harwood prove extensive 
knowledge of the nineteenth-century novel and the researched history of the Victorian Age. 
They create characters and settings that imitate those that made the Victorians so famous, but 
adapt them so that they are relevant to modern-day realities. With the use of postmodern 
narrative strategies, critical tradition and focussing on marginalized groups, the three authors 
manage to link the Victorian past with the twenty-first-century present and discuss social, 
economical and political problems that the two eras have in common. 
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LES PETITS DESTINA TAIRES DES CONTES DE FEES 
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Abstract: In order to understand better the children's process of development from 5 to 7 years , we 
deal in the article with a few aspects of child’s social identity among the adults. We have chosen this 
group of age, because at this age it is very important to get used with books. Children begin to discover 
books, fairy tales and step by step they get ready for the elementary school. We proceed by emphasizing 
the role of the reading process at this level of development and the role of creating a marvellous 
universe for developing children’s attention. 

Keywords: little addressees, sociopsychological aspect, wonderful universe of children's literature, 
reading process, children’s attention 


L’enfant et son univers merveilleux 

Les petits destinataires de la litterature pour enfants necessitent une attention 
particuliere, puisqu’a leur age la capacite de comprehension du monde est assez reduite. Us ne 
comprennent pas la realite comme telle, mais ils se guident en fonction de ce qui passe autour 
eux. 

C’est la raison pour laquelle le traducteur doit en permanence penser aux petits 
destinataires du texte, il doit etre un bon psychologue en connaissant leur niveau de 
developpement psychologique et, en fonction de ces indicateurs, il doit choisir le registre de 
langue et le style le plus approprie. Une traduction reussie exige beaucoup des taches de la part 
du traducteur qui doit s’adapter a la modalite des enfants de percevoir le monde. 

Les contes de fees entourent les enfants avec une magie irresistible et les portent sur 
des « royaumes magnifiques ». En nous rapportant au « royaume » des contes, nous voulons 
donner une definition plus simple de l’enfant: il est la personne la plus naive et la plus 
heureuse, qui vive dans un univers merveilleux cree par lui meme. Neanmoins, il y a quelques 
facteurs exterieurs qui l’influencent et participent a sa formation et, parmi eux, nous 
mentionnons l’exemple donne par ceux qui l’entourent et les contes de fees. 
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Pour comprendre la relation qui existe entre 1’enfant et les contes de fees, nous nous 
proposons d’analyser dans le premier chapitre quelques elements essentiels du developpement 
social et psychologique de l’enfant prescolaire age de 5 a 7 ans, puis nous continuerons avec 
une presentation de l’univers de l’enfant, de 1’importance de la lecture et de 1’importance de 
traduction de contes de fees dans la vie des enfants. 

La position de l’enfant dans la societe 

Qu’est-ce qu'un enfant ? Est-ce seulement «le derangeur de l’adulte fatigue par des 
occupations toujours plus pressantes » l de la vie quotidienne ou est-il une personne innocente 
qui veut decouvrir le monde ? II est vrai que maintenant, il est « a la mode » inscrire un enfant 
a la matemelle des un age tres tendre, mais ses parents ne pensent pas que dans cette situation 
il est marginalise par sa famille ; ils devraient faire un program d’une telle maniere qu’ils 
peuvent passer un peu de temps chaque jour avec leurs enfants. A cause des problemes 
quotidiens, « les adultes n’ont pas le temps de s’occuper de lui, quand la besogne est urgente ». 2 

La position de l’enfant dans la societe est celle d’un etre obeissant et inferieur a l’adulte, 
il faut qu’il reste tranquille, qu’il ne fasse pas de betises, qu’il soit en silence, qu’il ne touche a 
rien. Sa position ne doit pas etre celle d’une personne sans droit, mais il doit etre traite d’une 
maniere speciale, car il est « le miroir » de ses parents, l’etre le plus sensible qui va decouvrir 
le monde peu a peu et « une personnalite qui a envahi le monde social ». 3 

« La question sociale de l’enfant est coimne une petite plante neuve qui sort a peine de 
la surface et qui nous attire par sa fraicheur. Mais, si nous voulons cueillir cette petite plante, 
nous lui decouvrons de dures racines, des racines qui ne s’arrachent pas. Il nous fait creuser, 
creuser la terre, aller toujours plus profondement pour apercevoir que les racines s’enfoncent 
dans toutes les directions, s’entendent coimne un labyrinthe.» 4 

L’adulte doit accompagner l’enfant sur le chemin de sa croissance, tout au long de cette 
periode importante de la vie, le soutenir et essayer d’etre en bonne relation avec lui tout le 
temps. Negliger ou ignorer un enfant a cause des problemes de la vie quotidienne n’est pas la 
meilleure solution. Les parents doivent eduquer correctement leurs enfants pour qu’ils aient 
des principes sains de conduite dans la societe. L’education est vue comme un « geste qui 


1 MariaMontessori, L’enfant, Desclee de Brouwer, Paris, 1936, p.ll; 

2 Ibidem, p.12; 

3 Ibidem., p.16; 

4Ibide; 
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pemiet a l’enfant, a tout enfant, d’accomplir la mission qui lui est propre, celle qui lui est 
impartie : le developpement de son etre, sa venue a la dimension d’adulte, sa genese ». 5 

L’enfant represente «la partie la plus importante de la vie de l’adulte. II est le 
constructeur de l’adulte [...] qui portera les fruits indelebiles » 6 de ses parents qui doit etre bien 
eduque pour vivre dans un monde plein de preoccupations. 

Mais quelle serait la meilleure solution pour l’integrer dans la societe ? Les contes de 
fees et la bonne communication entre parents et enfants. Chaque jour, les parents devraient 
disposer de quelques minutes pour raconter a leur enfant un conte et pour lui parler. A l’ecole 
matemelle, par exemple, il peut communiquer mieux, se faire des amis et socialiser, ainsi ils 
peuvent realiser que la vie ne signifie seulement se jouer avec leurs jouets. 

« Enfin, les echanges sociaux, qui englobent 1’ensemble des reactions precedentes, 
puisqu’elles sont toutes a la fois individuelles et interindividuelles, donnent lieu a un processus 
de structuration graduelle et socialisation, passant d’un etat d’incoordination ou 
d’indifferenciation relative entre le point de vue propre et celui des autres a un etat de 
coordination des points de vue et de cooperation dans les actions et dans les informations.)) 7 

En plus de [’integration sociale de l’enfant prescolaire et le developpement 
psychologique sont essentiel pour mieux comprendre le comportement et la maniere de la 
perception du petit. Parmi les elements qui influencent ce processus, nous allons analyser dans 
le sous-chapitre suivant quelques elements de psychologic chez les prescolaires. 

Bref aper^u sur la litterature pour enfants 

Avant de definir cette division de la litterature, nous devons nous poser quelques 
questions. Est-ce que la definition doit tenir compte de la difference entre bons et mauvais 
livres ? Est-ce qu’un livre pour enfants doit transmettre des sentiments positifs: joie, 
contentement ? 

La litterature « pense le monde et la condition humaine » 8 et elle est la plus simple 
modalite « d’harmoniser l’ame de l’enfant ». A present, la litterature pour enfant a evolue en 
commcncant a presenter des scenes plus dures de violence, conflit, pauvrete, solitude et 
tristesse. Par exemple, les contes modernes avec des serpents, des bandits et des dragons sont 
faits d’une telle maniere qu’ils leur causent peur, en augmentant simultanement [’imagination. 


5 Ibidem, p. 8; 

6 Ibidem, p.16; 

7 Jean Piaget, Barbel Inhelder, La psychologie de l’enfant, Presses Universitaires de France, Paris, 1966, p.102; 

8 Edwige Chirouter, Philosophic et litterature, http://edwigechirouter.over-blog.com/ , consulte le 25 fevrier 2015; 
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Tout au long de T evolution de ce segment litteraire, beaucoup de definitions ont suivi 
meme des polemiques. Par exemple, Gote Klingberg, cite par Gabriele Thomson- 
Wohlgemuth 9 , affirme qu’il y a un disaccord en ce qui concerne la notion de la litterature pour 
enfants. II dit que la meme notion est exprimee differemment dans d’autres langues et pour 
rendre une meme idee il y a plusieurs mots. A son tour, Ritta Oittinen se demande s’il est 
necessaire de donner une definition a ce concept en tenant compte du fait que la litterature est 
tres flexible et qu'elle est constamment redefinie. Cette auteure dit que la litterature pour enfants 
peut s’adresser egalement aux adultes. 

Prenant en consideration le fait que la litterature pour enfants contient generalement 
des contes de fees, Peter Hunt donne la plus simple definition dans ce sens : 

« En general, les livres pour enfants sont courts et ils sont plus dynamiques que passifs, 
avec des dialogues et des peripeties, sans description, ni introspection, les protagonistes-enfants 
sont la regie de base, les conventions sont utilisees constamment; les livres transmettent des 
messages positifs au detriment de ceux negatifs, des sentiments positifs; la langue est adaptee 
aux enfants, les sujets sont differents, la probability est souvent eliminee et ils sont pleins de 
magie, de fantaisie, de simplicity et d’aventure. » 10 

La piste sur laquelle nous dirigeons notre travail est celle qui fait reference a la 
litterature pour enfants comme un moyen a travers lequel se refletent la culture, les valeurs et 
les croyances d’un certain peuple. Elle peut permettre aux enfants de « mieux comprendre le 
monde, de le rendre plus intelligible. En offrant aux enfants des recits porteurs de sens, ils 
pourront faire l’inoubliable experience initiatique de T entree dans le monde de la pensee, de 
1’intelligence et de la beaute » u . 

Generalement, les livres sont adaptes aux lecteurs auxquels ils sont destines, ils sont 
ecrits et traduits en fonction de leurs desirs, qui changent en fonction de leur age et de leur 


9 Gabriele Thomson-Wohlgemuth, Postgraduate Diploma/MA in Translation: Children’s Literature and its 

Translation. An Overview, p. 6, URL : http://ho menage, ntl world, com/g.i. thomson/gab v- 

thomson/ChL Translation.pdf , consulte le 25 septembre 2015; 

10 "They are generally shorter; they tend to favour an active rather a passive treatment, with dialogue and incident 
rather than description and introspection; child protagonists are the rule; conventions are much used; they tend to 
be optimistic rather than depressive; language is child-oriented; plots are of a distinctive order, probably is often 
discarder; and one could go on endlessly talking of magic and fantasy and simplicity and adventure." (notre 
traduction) 

Peter Hunt, Criticism, theory and children's literature, Blackwell Inc, Cambridge, 1991, P- 63; 

11 Gabriele Thomson-Wohlgemuth, op. cit., p. 7: 
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culture. Dans ces circonstances, nous voulons nous pencher sur les traductions de livres pour 
enfants et leur importance. 

L’enfant et les contes de fees 

L’enfant vit dans un monde avec des regies et des ordres, mais il peut s'evader dans 
l’univers merveilleux de l’enfance plein de jouets, de contes de fees avec des princes et des 
princesses, c'est-a-dire leur propre monde ou le bien gagne toujours, ou il se sent libre, heureux 
et content. Les parents sont ceux qui aident les enfants a construire cet univers en fonction de 
leur propre necessite et a decouvrir ce qu’ils ont besoin : la vie et la croissance. 

« Oblige de s’adapter sans cesse a un monde social d’annees, dont les interets et les 
regies lui restent exterieures, et a un monde physique qu’il comprend encore mal, l’enfant ne 
parvient pas comme nous a satisfaire les besoins affectifs et meme intellectuels de son soi dans 
ces adaptations, qui, pour les adultes, sont plus ou moins completes, mais qui demeurent pour 
lui d’autant plus inachevees qu’il est plus jeune. Il est done indispensable a son equilibre 
affectif et intellectuel qu’il puisse disposer d’un secteur d’activite dont la motivation ne soit 
pas l’adaptation au reel, mais au contraire 1’assimilation du reel au soi, sans contraire ni 
sanctions [...].» 12 

L’enfance est definitivement l’age des contes, qui aident les enfants a grandir, leur 
parlent de la vie et les encouragent a s’y aventurer. Les parents jouent un role tres important, 
car ils devraient les faire a aimer les contes de fees. En outre, il faut enseigner l’enfant a aimer 
tout ce qui les entoure : personnes, animaux, fleurs, mais il faut aussi leur enseigner a rever. 

Les contes de fees parlent aux enfants. En ecoutant un conte de fee, l’enfant parcourt 
l’itineraire realise par les personnages, s’imagine dans la peau de son personnage prefere et 
revit chaque sentiment qu’il rencontre dans l’itineraire: bonheur, tristesse, deception, angoisse, 
contentement. Ainsi, il devient capable de recevoir un message plus complexe. Il peut identifier 
les personnages aux siens : la bonne fee qui accomplit ses desirs les plus ardents peut etre 
perguc comme sa grand-mere, chacun d’entre eux peut etre un prince ou une princesse, les 
mechants personnages peuvent etre identifies comme les personnes qu’il n’aime pas, le roi et 
la reine peuvent etre ses parents, etc. Ainsi, l’enfant peut creer son propre monde fictif et 
l'integrer a leur realite. Au fur et a mesure qu’il decouvre le royaume des contes, il deviendra 
une necessite pour lui que de le decouvrir de plus en plus. 


12 Maria Montessori, op. cit., p. 46; 
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Dans la vie des prescolaires, la lecture de contes de fee est essentielle pour les preparer 
a l’ecole. Quand nous disons lecture, nous voulons dire la lecture faite par les siens, parce qu’en 
general ils ne savent pas lire tout seuls. En ecoutant la personne qui fait la lecture, ils peuvent 
decouvrir et mieux comprendre le monde en apprenant plus de mots, en developpant sa 
personnalite et en ayant une meilleure communication avec ses amis. 

Mais qu'est-ce que la lecture en fait ? La lecture est toujours liee des emotions, car en 
faisant une lecture a l’enfant, nous lui transmettons les emotions, les sentiments des 
personnages. Autrement dit, la lecture est un labyrinthe ou seulement les enfants trouvent le 111 
d’Ariane 13 . En lui racontant un conte, on le met devant une « [...] action verbalisee » 14 . II suffit 
qu’il commence a decouvrir « le royaume » des contes de fee pour qu’il devienne une necessity 
et qu’il vous dise « Raconte-moi, raconte-moi! ». La lecture peut l’aider a connaitre le monde, 
la realite, mais aussi a s’impliquer dans le conte. « L'histoire permet souvent aux enfants de 
participer a faction soit en ajoutant des effets sonores, soit en accompagnant la narration d'un 
chant ou d'un refrain ce qui, en retour, favorise l'ecoute active ». 15 

En tenant compte de tous les elements mentionnes auparavant, nous pouvons dire qu’il 
y a un processus de la lecture du conte auquel le lecteur doit faire attention. Le rythme, le ton 
de la voix, l’intonation et la ponctuation doivent etre correctement placees pour que le conte 
soit bien raconte et pour que l’enfant puisse se figurcr l’imaginaire fantastique. 

Les contes de fees contribuent a la formation harmonieuse de la personnalite du 
prescolaire. Sylvie Roberge-Blanchet affirme que «l'enfant s'identifie souvent aux 
personnages des contes » 16 qu’ils aiment ou qui se trouvent dans la meme situation que lui. En 
outre, les contes de fees lui donnent la possibility « d'enrichir sa connaissance de lui-meme et 
de la vie, en lui permettant d'entrer en contact avec d'autres humains et de se sensibiliser aux 
preoccupations de son epoque ». 17 


13 L’expression « le fil d’Ariane » caracterise le moyen qui permet de se diriger au milieu des difficultes, de 
raisonner. II fait reference a Ariane, la fille du roi Minos, qui tomba amoureuse de Thesee. Celui-ci decida de 
penetrer dans le fameux Labyrinthe de Crete pour abattre le Minotaure. Elle lui offre alors une bobine de fil que 
le heros devida derriere lui afin de ne pas se perdre. Vainqueur du monstre, Thesee n’et plus qu’a rembobiner le 
fil dans l’autre sens pour retrouver la sortie. 

http://www.linternaute.com/expression/langue-francaise/85/le-fil-d-ariane/ , consulte le 14 juin 2015; 

14 « actiune verbalizata » (notre traduction) 

Bianca Bratu, op. cit., p. 13; 

15 Katherine Grier, La lecture de contes aux enfants d'age prescolaire: un bon depart 
http://www.cccf-fcsge.ca/docs/cccf/00012 fr.htm , consulte le 2 mars 2015. 

16 Sylvie Roberge-Blanchet, L’album de conte et l’estime de soi chez les enfants, 
http://www.crdp.ac-creteil.fr/telemaque/formation/theorie3.htm , consulte le 4 fevrier 2015. 

17 Bianca Bratu, op. cit., p. 13. 
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En ecoutant des contes, ils se familiarisent tres tot avec l’univers des livres et ils 
commencent a aimer la lecture, ce qui signilie qu’ils pourraient devenir de bons ecoliers et 
qu’ils peuvent etablir une meilleure communication avec les autres enfants aussi bien qu'avec 
les adultes. 
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THE PROPAGANDISTIC DIMENSION OF TEACHING ROMANIAN 
LITERATURE IN SCHOOLS BETWEEN 1948-1964 


Cosmina Cristescu 

PhD, ’’Transilvania” University of Brasov 


Abstract: The instauration of the communist regime in Romania brings major changes in the way the 
educational system is designed. The mechanisms and institutions of our country as an European state 
and as they evolved in the second half of the XIX th century until 1944, are abolished by force and 
replaced with those of a Soviet model state. The education in People’s Republic of Romania, according 
to the Constitution of April, 13 1948, becomes an exclusive activity of the state, and the 1948 Reform 
sets the educational process on scientific, dialectical-materialist bases. 

All deviations from the rules of the totalitarian state represent a mistake, and the party controlled 
teaching system is primarily focused on ideological education. One-party monopoly is expressed not 
only in politics, but also in the literary life. A literary work has a social and an educational function, 
its purpose being the communist education of pupils by means of their aesthetic art of writing. 

A major role in the period 1948-1964 will be given to studying Romanian language and literature in 
schools. The new literature has the mission to shape the consciousness of the future citizen of the 
communist homeland. The methodologies of teaching Romanian published in the period are injected 
with propaganda. They include at every step instructions, directives, guidelines for Romanian teachers 
to form the new man able to serve in the future the single party’s interests. The atheistic education of 
pupils, their training in the communist spirit will become one of the priorities of teaching Romanian 
literature. 

In the methodologies of teaching Romanian, exemplifying the methodological problems is generally 
done on texts having propagandists content. The politicization of education is acute and despite the 
official discourse, the educational system undertakes an ideological training. The majority of the 
methodologies of teaching Romanian literature published during 1948-1964 is offering examples of 
ideology in disguise. 

Keywords: Communism, methodology, Romanian literature, propaganda, curricula 


Metodica este o discipline pedagogica care orienteaza predarea unui anumit obiect de 
invatamant, pomind de la specificul acestuia. 
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Instaurarea regimului comunist in Romania aduce cu sine schimbari majore si de 
substan(a in modul in care este conceput sistemul de instruire §i educate. Institupilc §i 
mecanismele (arii noastre ca stat european, asa cum evoluasera din a doua jumatate a secolului 
al XlX-lea pana in 1944, sunt dcsfiin!atc prin for|a si inlocuite cu cele ale unui stat de tip 
sovietic. 

Invatamantul din Republica Populara Romana devine, potrivit Constitupci din 13 
aprilie 1948, o activitate exclusiva a statului, iar reforma din 1948 1 pune la baza procesului de 
invalamant conceppa stiinpfica, materialist-dialectica despre societate, cultura si educate. 

Un rol de mare important se va acorda in aceasta perioada studiului limbii §i literaturii 
romane in scoala de cultura generala, aceasta discipline avand menirea sa contribuie masiv la 
cducapa ceta(eneasca a elevilor. De altfel, in programa analitica a §colilor elementare (clasele 
I-VII), limba romana era principalul obiect de studiu. 

Politizarea invatamantului este, in perioada comunista, accentuate. In pofida discursului 
oilcial, sistemul educativ intreprinde un dresaj ideologic. Metodicile de predare a literaturii 
romane aparute in epoca sunt injectate cu propaganda. Ele cuprind la tot pasul indicapi, 
directive, indrumari pentru fabricarea omului nou, care sa serveasca in viitor interesele 
partidului unic. 

Opera literara capata o funcpe social-educative, scopul ei fiind educarea comunista a 
elevilor prin mijloacele estetice proprii artei scrisului. Caracterul formativ al lccpilor de 
literatura romana va fi pus in umbra de caracterul informativ §i propagandistic. 

Aplicarea mecanica dupa 1948 a noului sistem scolar de inspirapc sovietica va avea 
rezultate negative asupra invatamantului. Reforma comunista a cducatici contribuie la 
uniformizarea din sistem. Elevii nu sunt mcnajap, nu sunt pu§i la adapost de propaganda, 
dimpotriva, ei sunt cei mai vizap pentru a li se formata mintilc: „Pentru comuni§tii romani, la 
fel ca si pentru cei sovietici, un inval,amant apolitic era de neconceput. Din perspectiva noului 
regim, cducapa era prin definite ideologica...” 2 . 

La primul Congres al Scriitorilor Sovietici (17 august-1 septembrie 1934), Maxim 
Gorki, intemeietorul literaturii sovietice in viziunea propagandei, ii cearta parinteste pe scriitori 
deoarece, apreciaza el, nu dedica suficiente texte copiilor: „Cresterea omului nou se poate 


1 DecretuI Nr. 175 in „Monitorul Oficial”, partea I, anul CXVI, nr. 177, marp 3 august 1948, pp. 6321-6324. 

2 Cristian Vasile, Literatura §i artele in Romania comunista 1948-1953, Editura Humanitas, Bucure^ti, 2010, p. 
294. 
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observa deosebit de limpede la copii; totusi literatura nu le acorda nicio atentie. Se pare ca 
scriitorii nostri socotesc ca e mai prejos de demnitatea lor sa scrie pentru si despre copii. 

Cred ca nu rna insel relevand faptul ca parintii incep sa se poarte mai cu grija si cu mai 
rnulta gingasie cu copiii; dupa parerea mea, asta-i foarte natural, fiindca pentru prima oara in 
viata intregii omeniri, copiii vor mosteni de la parinti nu bani, case si mobile, ci ceva care 
prezinta o valoare efectiva si solida - un stat socialist, creat prin munca tatilor si a mamelor 
lor.” 3 El insusi un promotor al idealurilor culturii proletare, Gorki a fost principalul raportor al 
Congresului, la care s-au luat in considerate perspectivele dezvoltarii literaturii pentru copii. 

in acelasi spirit, in cuvantarea pe care o rosteste la Congresul invatatorilor din 
Repyblica Populara Romana (10 aprilie 1952), Gheorghe Gheorghiu-Dej afirma: „Trebuie sa 
se acorde o deosebita atentie studierii in §coli a limbii romane, faurita de popor prin eforturile 
a zeci de gcncra(ii; a literaturii progresiste, clasice §i contemporane, care oglinde§te nazuintele 
poporului, lupta §i cuceririle sale; a istoriei Romaniei, care infati^caza lupta de veacuri a 
poporului pentru libertate.” 4 

Metodica predarii literaturii romane in clasele V-XI, Editura Cartea Rusa, 
Bucure§ti, 1950 5 

Lucrurile sunt nesedimentate in proaspata Romanie comunista, noul sistem de 
invatamant, conceput dupa model sovietic, rape cu tradilia invalamantului romanesc din 
perioada interbelica. in 1950 era devreme pentru elaborarea unei metodici romane§ti, acest 
lucra se va intampla dupa aproximativ zece ani de experien|a a predarii. 

Metodica predarii literaturii romane in clasele V-XI este impregnate de ideologic. Cele 
aproximativ patru sute de pagini sunt saturate de cli§ee, lozinci, limbaj de lemn, propaganda. 
Tonul nu este al unei lucrari §tiinlifice de metodica a predarii unei discipline de invatamant, 
obedienta fata de puterea politica fiind vizibila la tot pasul. 

Metodica anunta inca din partea intai, ca este „bazata pe experienta celei mai inaintate 
pedagogii din lume, pedagogia sovietica” 6 , la fel ca §i pe „§tiinta §i metoda cea mai inaintata - 
conceptia lui Marx, Engels, Lenin §i Stalin.” 7 


33 Maxim Gorki, Despre literatura pentru copii, Editura Tineretului, Bucuresti, 1955, p. 138. 

4 Gheorghe Gheorghiu-Dej, Articole §i cuvdntari, Editura de Stat pentru Literatura Politica, Bucuresti, 1956, pp. 
459-460. 

5 Metodica predarii literaturii romane in clasele V-XI, Editura Cartea Rusa, Bucuresti, 1950 

6 Ibid., p. 9. 

7 Ibid., p. 10. 
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in subsolul paginii, la referinlele bibliograficc, regasim trimiteri precum: V.I. Lenin 
(Opere, Despre literatura, Sarcinile Uniunilor Tineretului Comunist), A.A. Jdanov ( Raport 
asupra revistelor Zvezda §i Leningrad), Fr. Engels ( Anti-Diihring ), I.V. Stalin ( Problemele 
leninismului), A.I. Sobolev §i N.G. Ccrnascvschi. 

Literatura este glorificata prin prisma faptului ca Tsi aduce contribupa la educarea in 
spirit comunist a tinerilor: „Dar coloarea putemic emoponala a cunoasterii realitapi, specifica 
literaturii, prczcnl.a in actul de cunoastcrc a valorilor moral-estetice, fac din literatura una din 
cele mai putemice arme de educate comunista.” 8 

Aplicapile cunopinlelor teoretice se fac obsesiv pe aproximativ acclcap texte: poezia 
Grivifa Rape de Marcel Bresla§u; poemul Moscova Rape, Moscova Aurie de Radu Padure; 
comedia O scrisoarepierduta de I.L. Caragiale; romanul Descull de Z. Stancu; romanul Mitrea 
Cocor de M. Sadoveanu. Citarea repetata a acestor texte demonstreaza faptul ca partidul unic 
se folose§te cat poate de mult de funcpa instrumentala a literaturii pentru a-§i implementa 
programul politic. 

Profesorului i se traseaza sarcini precise: „Profesorul de limba §i literatura romana 
trebuie sa dezvolte la elevii sai cele mai bune insup ri ale omului nou, constructor al oranduirii 
socialiste. Aceste insusiri sunt, in primul rand: dragostea fat,a de poporul nostru muncitor §i fap 
de top oamenii muncii din lumea intreaga; devotamentul fat,a de Partid; dragostea fat,a de 
popoarele sovietice §i fap de conducatorul lor genial, I.V. Stalin; cinste; curaj; solidaritate 
tovarascasca; dragoste §i atitudine cinstita fa|a de munca; ura neimpacata fa|a de exploatatori.” 9 

Publicata in 1950, metodica reflecta din plin cultului personalitapi impus de Stalin. 
Dupa moartea dictatorului sovietic, cultul personalitapi este condamnat, la fel ca §i 
incremenirea in dogmatismul inva|aturilor marxist-leniniste. 10 Ca urmare, referirile la Stalin 
din metodici sau manuale scolarc vor inceta dupa acest moment. 

Un aspect interesant al metodicii este faptul ca autorul / autorii (neprecizap) ai 
manualului expun „dosarul” lui Caragiale de cate ori li se ive§te ocazia. De altfel, Caragiale 
este un scriitor pe care realismul-socialist 1-a revendicat, iar opera sa este vazuta ca o satira 
incisiva la adresa burghczo-mosierimii. in opinia autorilor metodicii, dramaturgul roman 
oglindepe in operele sale aspecte ale societapi burghezo-mo§iere§ti de la sfarptul secolului al 


8 Ibid., p. 14. 

9 Ibid., p. 24. 

10 De ce cultul personalitapi este strain spiritului marxism-leninismului in „Scanteia”, anul XXV, nr. 3557, 30 
martie 1956, p. 4. 
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XIX-lea. De§i i se face rcprosul ca pozipa lui sociala de mic-burghez i-a limitat considerabil 
perspectivele sau ca n-a in^eles rolul clasei muncitoare ca unica fori,a in masura sa Mature 
societatea „putreda” burghezo-mo§ieresca, totu§i, pare ca i se rccunoastc (prin prisma 
ideologiei) calitatea crcatici. Astfel, valoarea si popularitatea comediei O scrisoare pierduta 
rezida in faptul ca: „Din aceasta comedie elevii pot afla multe lucruri interesante despre 
monstruoasa coalite burghezo-mo§iereasca, despre moravurile putrede ale clicii exploatatoare 
dela putere, cuno§tin|e pe care cu greu le-ar putea dobandi atat de concret si de viu, utilizand 
alte izvoare.” 11 Aceste in form alii se reiau si in partea a doua a metodicii: „Caragiale vorbcstc 
despre ticalo§ia socictapi capitaliste tocmai fiindca el iubea poporul asuprit si umilit de clica 
putreda a exploatatorilor de la conducerea pirii.” 12 

Partea intai face loc §i unei alte dezbateri, despre estetica rcacponara, al carei 
reprezentant a fost Titu Maiorescu. Criticul este infierat deoarece a cultivat principiul „arta 
pentru arta”, „o conceptic mincinoasa, suspnand ca arta trebue sa fie rupta de framantarile 
sociale, fiind deasupra lor §i a luptei de clasa.” 13 

Discursul pare desprins dintr-un curs de filosofie marxist-leninista, nu dintre copertele 
unei metodici a literaturii. in sprijinul aserpunilor este invocat celebrul articol al lui Lenin, 
Organiza{ia de partid §i literatura de partid, care trebuie sa fie un adevarat indreptar pentru 
cadrul didactic. Alirmapilc sunt tot mai grave §i mai vehemente, propaganda devine tot mai 
perversa, conccppilc sunt tot mai false: „Arta burgheza decadenta a ajutat, din punct de vedere 
ideologic, fascismul in incercarea criminals de inrobire a popoarelor §i de distrugere a 
civilizapci. Arta burgheza decadenta, vanduta Wall-Street-ului, sluje§te astazi scopurilor 
criminale ale a|a|atorilor la un nou razboi. 

Arta realista contemporana continua lupta impotriva artei antirealiste si a socictapi 
putrede care o alimenteaza. In fruntea acestei lupte dintre nou si vechi se gasestc arta sovietica, 
arta realismului socialist.” 14 Acelea§i obsesii ideologice revin in metodicile §i manualele 
scolarc ale anilor ‘50, acelea§i indemnuri la vigilcnpi continua, la ura fa^a de du§man, la 
atasamcnt fa^a de valorile comuniste. Analizand limbajul de lemn folosit in discursul ideologic, 
Francoisc Thom face obscrvapa ca acesta recurge frecvent la procedee metonimice: „regasim 


11 Metodica predarii literaturii romane in clasele V-XI, op. cit., p. 14. 

12 Ibid., p. 40. 

13 Ibid., p. 19. 

14 Ibid., p. 20. 
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invariabil acclcasi metonimii pentru a desemna du§manul sau a glorillca for(ele progresiste: 
Wall Street, Pentagonul eticheteaza tabara rcacponara” 15 . 

Partea a doua se deschide cu prezentarea etapelor succesive pe care le presupune 
receptarea literaturii in scoala: lectura explicativa (clasele I-IV), lectura literara (clasele V-YII), 
teoria literaturii (clasa a VUI-a) si istoria literaturii romane (clasele IX-XI). 

Predarea lecturii literare are scopul de indoctrinare, de educare ideologica prin 
intermediul operelor angajate din literatura proprie §i din literatura sovietica. Materialul de 
studiu, dcsi pare variat, poate fi redus la acela§i numitor comun al propagandei comuniste. 
Selectand, metodica propune studierea operelor literare care au ca tema: 

„a) aspecte din lupta clasei muncitoare pana la 23 August 1944, sub conducerea 
Partidului Comunist Roman; 

b) eliberarea (arii noastre de catre Armata Sovietica; 

c) lupta si munca poporului muncitor condus de Partid pentru construirea socialismului, 
in Republica Populara Romana. Aici intra operele lui A. Toma, Mihail Sadoveanu, Maria 
Banu§, Mihai Beniuc, Zaharia Stancu, Eusebiu Camilar, M. Davidoglu, Petru Dumitriu, etc., 
ca si ale scriitorilor naponalitaplor conlocuitoare, de ex. Nagy Istvan, Asztalos.” 16 

in capitolul dedicat predarii cuno§tin(elor gramaticale, insu§irea no(iunilor de limba 
romana este motivata astfel: „Fiecare om al muncii trebue sa posede deprinderea limbii scrise, 
pentru a face un raport, o dare de seama asupra muncii lui, sa ia parte la intocmirea gazetei de 
perete, etc. in acela§i timp, el trebue sa §tie sa ia cuvantul la adunari, sa se exprime clar §i cu 
continut in fata unui auditoriu, sa combata argumentat ideologia du§manului de clasa, sa-§i 
apere parerile lui.” 17 

Partea a patra a lucrarii reia obscrvapile anterioare legate de „activitatea rcactionara a 
lui Titu Maiorescu §i a Junimii” 19 , facand demarcate intre scriitorii care au exprimat constant 
in scrierile lor idealurile clasei muncitoare (C. Dobrogeanu-Gherea, D.Th. Neculu(a, I. Paun- 
Pincio, Al. Sahia, A. Toma etc.) §i „altii care au rcsimpt mai mult sau mai pu(in inlluenl.a 
mi^carii muncitoresti dela noi, ceea ce a determinat multe din aspectele pozitive ale operelor 
lor (de ex. M. Eminescu, I.L. Caragiale, A. Vlahu|a, etc).” 19 in capitolul dedicat lec(iilor de 
analiza literara se face o periodizare a literaturii, pornind tot de la criteriile propagandei 

15 Frangoise Thom, Limba de lemn, Editura Humanitas, Bucure^ti, 2005, p. 77. 

16 Ibid., p. 36. 

11 Ibid., pp. 194-195. 
l& Ibid., p. 232. 

19 Ibid., p. 233. 


814 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


comuniste. Astfel, literatura in epoca definitivarii „monstruoasei coalipi” burghezo-mo§iere§ti 
este exemplificata prin c reapa lui M. Eminescu (Imparat §i proletar , Epigonii, Scrisoarea III , 
Ai no§tri tineri). De§i sentimentul de revolta sociala care a generat poeziile amintite este 
apreciat, lui Eminescu i se aduce repro§ul ca „a fost lipsit de acea perspective spre viitor, pe 
care numai imbrapsarca cauzei clasei consecvent rcvoluponare - proletariatul - i-ar fi putut-o 
da.” 20 

Este analizata apoi cvolutia literaturii romane dupa 1881, anul aparipci revistei 
„Contemporanul”. Pocpi si prozatorii ce au pnut de curentul lansat de aceasta revista §i-au 
transformat scrierile intr-o „arma” de educare politica si ideologica a gcncrapci tinere. 

Primul poet ce aparpne perioadei este D.Th. Necuhfia, care „a scris in epoca in care 
capitalismul pasc^tc in ultimul sau stadiu, in faza sa de agonie, in faza imperialismului.” 21 
Necuhfia este calificat drept primul nostru poet revoluponar, ale carui sentimente de ura 
impotriva exploatatorilor s-au exprimat in poezii (multe publicate si in manualele scolarc) 
precum: Cor de robi, Moment de revolta , Martiri §i calai , Sculafi. 

Urmatorul scriitor analizat este Al. Vlahupi, a carui pozipc fa|a de regimul mosicrcsc 
de§i este caracterizata printr-o „sovaiala ideologica” 22 , surprinde prin creapi in care se reflecta 
rolul social al literaturii (poezia Unde ni sunt visatorii, schipi Socoteala, romanul Dan etc.). 
Profesorul primcstc indicapi si in privinta altui aspect pe care trebuie sa-1 sublinieze atunci 
cand preda texte aparpnandu-i lui Al. Vlahuia, si anume atitudinea sa antimonarhica: „Aceasta 
o poate ilustra in modul cel mai viu prin analiza poeziei 1907, care cuprinde un puternic atac 
la adresa monarhiei §i a minciunii pe care se rezema intreaga alcatuire sociala din vremea sa.” 23 

Literatura dintre cele doua razboaie mondiale este exemplificata prin creap a lui Al. 
Sahia, iar literatura de dupa 23 August 1944 prin poezia lui A. Toma. 

Discursul metodic aluneca frecvent in propaganda. Daca discuta la clasa despre c reap a 
literara de dupa 1944, profesorului i se recomanda sa sublinieze ca „eliberarea fari i noastre de 
catre Armata Sovietica si victoria clasei muncitoare, sub conducerea Partidului, au deschis o 
cale noua si desvoltarii literaturii.” 24 Exista, prin urmare, in viziunea propagandei, timpuri 
benefice (prezentul §i viitorul), a§a cum exista zone benefice (Rasaritul). 


20 Ibid., p.275. 

21 Ibid., p. 279. 

22 Ibid, p.283. 

23 Ibid., p. 285. 

24 Ibid., p. 293. 
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Profesorul trebuie sa scoata in evidence. §i important „indrumarii” permanente date de 
Partidul Muncitoresc Roman in domeniul artei si literaturii. in acest sens, cu scrupulozitate, 
sunt precizate titlurile articolelor aparute in „Scanteia”, organul central al P.M.R., pe care 
profesorul de literatura trebuie sa le cunoasca: Mai multa principialitate in tratarea 
problemelor artei §i literaturii („Scanteia”, nr. 1171 din 16 iulie 1948), Sa luptam pentru o 
critica de arta principiala, patrunsa de spirit de partid („Scanteia”, nr. 1493 din 2 august 
1949), Punerea in valoare a tot ce este progresist in trecutul culturii noastre („Scanteia”, nr. 
1495 din 5 august 1949). 

Capitolul se incheie cu prezentarea metodei realismului-socialist, a important 
literaturii scrise dupa aceasta re^eta in educarea tinerilor in spiritul moralei comuniste §i 
exemplificarea scriitorilor care au ilustrat in opera lor acest curent (M. Davidoglu, M. 
Sadoveanu etc.). 

Partea a patra a metodicii, Predarea istoriei literaturii romane in §colile medii, se 
incheie in acclasi spirit propagandistic. Astfel, in ceea ce priveste evaluarea elevilor, autorii 
metodicii propun profesorului de romana lucrari de control avand ca tema: „elemente 
progresiste in Jiganiada lui I.B. Deleanu; lupta lui Grigore Alexandrescu contra oranduirii 
feudale, prin opera sa; influenza clasei muncitoare in opera lui Eminescu; aspecte ale putredei 
societal) burghczo-mosierc^ti in opera lui I.L. Caragiale; lupta lui C. Dobrogeanu-Gherea 
pentru o arta progresista; critica societal)i burghczo-mosieresti in opera lui A. Vlahula; lupta 
de clasa oglindita in opera lui M. Sadoveanu; poezia noastra lirica de astazi, arma in lupta 
pentru pace.” 25 

Tonul propagandistic se pastreaza acclasi in partea a cincea a lucrarii, referitoare la 
formele de receptare ale literaturii in afara clasei si a scolii. Astfel, pentru disc up i in cadrul 
cercurilor literare se propune o tema precum „dragostea de patrie in literatura noastra de dupa 
23 August” 26 , iar aplicapilc pentru §coala elementara se fac pe texte ca: Azi }ara ta e casa ta de 
A. Toma, Cantec de pionier de M. Brcslasu, Vanatoarea de lupi de P. Dumitriu, Lazar de la 
Rusca de Dan De§liu, Balada celor patru mineri de D. Corbea sau Patronul si La masa verde 
de M. Banu§. 

In continuare este scos in evidenta rolul gazetei de perete care reflecta viata §colii, 
preocuparile elevilor, dar §i sarbatorirea unor evenimente politice ca: aniversarea Marii 


25 Ibid., p. 345. 

26 Ibid., p. 364. 


816 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Revolu^ii Socialiste din Octombrie, instaurarea Republicii Populare Romane, 1 Mai, 23 
August: „Urmand exemplul scolii sovietice, scolile noastre folosesc azi, in larga masura, in 
viata lor de zi cu zi, gazeta de perete. Gazeta de perete are avantajul ca, desi e scrisa intr-un 
singur exemplar, fiind expusa in loc vizibil, se adreseaza uni cere larg de cititori.” 27 

Referindu-se la absen^a in republica populara a muzeelor literare, autorul manualului 
de metodica devine nostalgic: „Cand, prin sprijinul clasei muncitoare si al Partidului, vom 
putea avea fi noi muzee literare, dupa exemplul minunat al Uniunii Sovietice, ele vor fi pentru 
scoala un ajutor prcpos, in adancirea problemelor de istoria literaturii.” 28 

Ultimul capital trateaza probleme legate de planificarea materiei la disciplina limba si 
literatura romana, iar in anexe gasim comentarii literare pentru doua romane apart, inand unor 
scriitori sovietici reprezentativi pentru ideologic ( Mama de M. Gorki si Pamant desfelenit de 
M. §olohov). 

Probleme metodice alepredarii literaturii , Editura de Stat Didactica §i Pedagogica, 
Bucurefti, 1962 29 

Probleme metodice ale predarii literaturii este un volum ce apare dintr-o necesitate, 
deoarece din 1950, cand este editata Metodica predarii literaturii romane in clasele V-XI, nu 
se mai publicasera decat lucrari de dimensiuni restranse care sa vizeze predarea literaturii. 
Dupa cum marturisesc autorii in Cuvdntul inainte, lucrarea se vrea „o sinteza aproape a tuturor 
cercetarilor §i studiilor de metodica a literaturii noastre din ultimii zece ani” 30 , o lucrare 
fundamentata §tiin|ific §i care sa faca uz de experien^a didactica de pana la momentul respectiv. 

Dimensiunile intinse ale metodicii se reflecta in cuprins. Lucrarea este exhaustive, cu 
prctcntia de a acoperi toate problemele pe care le implied predarea literaturii in §coala generala 
fi liceu. Metodica este fi foarte bine structurata. La elaborarea ei contribuie un colectiv de 
autori, prezentap in p re fat, a: M.E1. Ionescu-Miciora, G. Beldescu, G.G. Ursu, Clara Georgeta 
Chiosa, L. Faifen. 

in Cuvdntul Inainte, motivand continutul lucrarii, autorii se supun constrangerilor 
ideologiei totalitare: „Toate capitolele urmaresc cu atenpe problemele educative esenpale ale 
studiului literaturii, formarea fi dezvoltarea la elevi a sentimentelor fi a convingerilor morale 
care caracterizeaza pe omul nou: dragostea pentru patria socialists fi pentru clasa muncitoare 


21 Ibid., p. 368. 
Ibid., p. 375. 


29 Probleme metodice ale predarii literaturii, Editura de Stat Didactica §i Pedagogica, Bucure^ti, 1962 

30 Ibid., p. 4. 
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din lumea intreaga, dorin^a de a fi factori activi in construirea socialismului §i a comunismului, 
in apararea pacii, precum §i educarea simpilui pentru frumosul in natura, in arta si in via^a 
sociala.” 31 

Partea introductiva trateaza pregatirea profesorului de limba §i literatura romana. in 
spiritul doctrinei comuniste, acestuia i se cere o orientare ideologico-politica justa, un orizont 
cultural larg, o temeinica pregatire pedagogica si de specialitate. in ceea ce priveste 
documentarea stiintifica a lectiilor predate, se fac urmatoarele observatii si exemplificari: 
„Antrenat in munca de documentare stiintifica pe taram ideologico-politic, profesorul va 
cerceta si operele democratilor revolutionari rusi Belinski, Crenisevski, Dobroliubov, ca si 
lucrarile de estetica sovietica contemporana. 

La orientarea profesorului de literatura contribuie si materialele privind - in general - 
problemele culturii, care apar in presa de partid ( Scanteia , Lupta de clasa etc.), rapoartele, 
dezbaterile din cadrul Uniunii Scriitorilor din R.P.R.” 32 . 

in prima parte a lucrarii, dedicata lecturii literare, se subliniaza faptul ca lccpile de 
literatura prin continutul lor „vizeaza toate laturile educapci social-morale, cducapa in spiritul 
patriotismului socialist si al intcrnationalismului proletar, educapa prin munca §i pentru munca, 
cducapa disciplinei con§tiente.” 33 

Textele pe care se fac aplicapilc practice par preluate in intregime din Metodica 
predarii literaturii romane in clasele V-XI editata in 1950: Imparat §i proletar de Mihai 
Eminescu, Uzina vie de Alexandru Sahia, Mitrea Cocor de Mihail Sadoveanu, Lazar de la 
Rusca de Dan De§liu etc. 

Continutul textelor ofera suficiente motive pentru propaganda si pentru repetarea 
neincetata a frazelor lozincarde: „Proletarul infiereaza reaua intocmire a socictatii burgheze, 
dezvaluind mijlocele prin care burghezia in§ala pe cei mulp, ca sa-i poata stapani mai u§or: 

a) Adevarata menire a dreptapi impuse de statul §i de legile burgheziei: apararea 
averii si a maririi capitalistului, ocrotirea jafului §i a vicpi de huzur. 

b) Adevaratul intclcs al virtupi predicate de burghezie: nevoia de razboaie, purtate 
cu sacrificiul victii celor mulp, spre marirea profiturilor burgheziei. 

c) Adevaratul rost al religiei: amagirea saracilor cu spcranta intr-o via|a mai buna, 
care i-ar a§tepta pe cei truditi dincolo de mormant. 


31 Ibid., p. 4. 

32 Ibid ., p. 9. 

33 Ibid., p. 22. 
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d) Concluzie: caracterul nefiresc al exploatSrii sociale, care se mcntine numai prin 
in§elSciune, abuz, dezbinare §i razboaie.” 34 

Partea a doua a lucrSrii vizeazS probleme de receptare a literaturii romane in scoala 
medie. Studierea teoriei literaturii este tributarS esteticii marxist-leniniste. Insu§irea acestei 
discipline „aduce o importantS contribute la justa orientare ideologies a elevilor, la dobandirea 
unei conceptii inaintate asupra artei literaturii §i, prin ea, asupra vie|ii.” 35 Rcfcrintcle 
bibliograficc ale acestei parti sunt: V.I. Lenin - Despre cultura s/i arta, Mihai Beniuc - 
Leninismul §i problemele dezvoitarii literaturii §i artei (in „Lupta de clasS”), K. Marx si Fr. 
Engels - Despre arta §i literatura. RecomandatS in cuprinsul textului este §i lectura la clasa a 
binecunoscutului articol al lui Lenin (indicat §i de alte metodici) Organiza(ia de partid §i 
literatura de partid. 

Subcapitolul referitor la lcc(ia introductivS la studiul unei perioade din literatura face 
loc unui discurs mistificator referitor la perioada dintre cele doua Razboaie Mondiale. Scopul 
lui este de a justifica impar(irea literaturii romane in doua: „de o parte o literatura democrats 
ce se dezvoltS sub semnul realismului critic, de alta o literatura decadents §i antipopularS, ale 
carei tendinte sunt desprinderea completa de om si de vial,a sociala sau diversiunea nationalists 
si misticS. Esen(a fenomenului literar al epocii constS in cxistcnta de fapt a douS literaturi, cu 
direc(ii de dezvoltare antagonice.” 36 

Si indrumSrile privind predarea biografici unui scriitor se dau pe aceea§i linie 
propagandisticS. Astfel, oferitS spre exemplificare, biografia poetului Mihai Beniuc, „acest 
frunta§ al poeziei noastre realist-socialiste”, este un exemplu de via|S. „TrSind copilSria fiului 
de tSran sSrac”, cunoscand ca student in Gennania „eroismul luptStorilor comunisti §i ororile 
hitlerismului”, apropiindu-se in tarS de „ac(iunca partidului”, Beniuc scrie o poezie militants, 
„o armS in lupta pentru dSramarea oranduirii bazate pe exploatare §i pentru instaurarea 
oranduirii socialiste.” 37 

in continuare, scriitorii romani sunt sanc(ionati pentru cS au fScut un „compromis cu 
interesele claselor dominante” 38 : Vasile Alecsandri a cochetat cu monarhia, Costache Negruzzi 


34 Ibid., p. 48. 

35 Ibid., p. 178. 

36 Ibid., p. 271. 

37 Ibid., p. 279. 

38 Ibid., p.283. 
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„s-a izolat la sfarsitul vic^i i sale in antiunionismul latifundiarilor” 39 , Octavian Goga a „plStit 
tribut alunecSrii Romaniei burghczo-mo^icrcsti spre fascism.” 40 

in ultima parte a lucrSrii, referitoare la studiul literaturii in afara clasei, recomandSrile 
de lecturS individuals includ texte a cSror functic primordialS este de indoctrinare: 

opere care contribuie la educatia patrioticS a elevilor, reflectand lupta poporului 
nostru in trecut pentru libertate si independents si efortul generatiilor de astSzi pentru 
construirea unei victi noi; [...] 

- opere care oglindesc frapa dintre poporul roman si popoarele din fSrile socialiste in 
lupta comunS pentru pace, democratic si socialism; 

- opere care reflects viata fericitS a copiilor §i a tinerilor din patria noastrS si din fSrile 
socialiste; 

- opere care demascS exploatarea §i asuprirea nationals.” 41 

In prezentarea volumului lecturii din afara clasei, mesajul devine halucinant. Astfel, 
educatorul care se lasS impresionat de numSrul mare de cSrti lecturate de un elev, comite o 
gre§ealS deoarece „lectura constituie cateodatS o formS de trandSvie §i de eludare de la 
indatoririle scolarc” 42 . Discursul continuS pe acelasi ton fals didactic: „Aceasta se intamplS mai 
ales la elevii pentru care cititul, lipsit de constrangere, are atribute opuse invStSturii; evitand 
efortul, munca organizatS, ace§tia se refugiazS in lecturS, deoarece lectura reprezintS, pentru 
ei, un mijloc de distractie. Abuzul relevS in asemenea cazuri superficialitate, risipS inutilS a 
spiritului.” 43 

PrejudecStile antiintelectualiste ale partidului reies explicit din aceste pasaje. A1 doilea 
argument adus in spijinul ideii de a nu promova lectura in randul elevilor este chiar mai aberant 
decat primul: „supraalimentarea cu lecturS este pernicioasS pentru spirit, ruineazS fortele 
intelectuale chiar atunci cand atitudinea fatS de carte nu este cea de mai sus. IntereseazS in 
lectura individuals, nu volumul parcurs, ci cantitatea asimilatS; astfel cheltuielile de energie 
cerebrals depS§esc, fSrS ca elevii sS-§i dea seama, profitul.” 44 

Planurile de lectie din Anexe includ titluri precum: Imparat §iproletar de M. Eminescu 
(lecfie de analizS a textului literar); Realismul critic, metoda de creafie preponderenta in 


39 Ibid., p.283. 
m Ibid., p. 283. 

41 Ibid., p. 402. 

42 Ibid., p. 404. 

43 Ibid., p. 404. 

44 Ibid., p. 404. 
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literatura celei de-a doua jumatafi a secolului al XlX-le (lccl,ic de recapitulare); Concluzii 
asupra activitdfii creatoare a lui M. Sadoveanu (lec^ie de incheiere) etc. 

Bibliografia, foarte bogata, include §i multe texte ideologice. 

Concluzii 

In perioada comunista, nu este promovata formarea la elevi a spiritului critic, 
creativitatea sau spontaneitatea: „Pe baza esteticii marxiste, profesorul va putea explica 
raportul strans dintre nopunca de etic si aceea de estetic in arta, deoarece literatura ca orice 
forma de ideologic este §i trebuie sa fie o for^a activa in educarea maselor.” 45 Scopul 
invatamantului romanesc va deveni acela de a forma o noua intelectualitate, in special tehnica. 

Sugestiile de ordin ideologic din metodici pot fi cu usurin^a corelate cu politica 
partidului. Daca in metodicile aparute imediat dupa 1948, modelul este in permanent cel 
sovietic, dupa 1960, etapa care marcheaza politica lui Gheorghe Gheorghiu-Dej §i apoi a lui 
Nicolae Ceau§escu de distance fa|a de Uniunea Sovietica, nu se mai face decat un apel palid 
la mostcnirca stalinista. 

Studierea literaturii romane in §coala in perioada 1948-1964 va fi confiscate de 
propaganda. Remarcam in discursul metodicile de predare a limbii si literaturii romane 
publicate atunci agresivitatea tonului §i patosul. Abaterile de la regulile statului totalitar nu sunt 
tolerate, iar sistemul de invatamant controlat de partid face, in primul rand, educate ideologica. 
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Abstract: The purpose of this paper is to overview Canadian literary canons as consecrated by the 
Calgary Conference in 1978 and Lecker’s seminal essays and account for the works on the lists that 
were translated into Romanian from the communist years to present day. Dealing with the reception of 
(English) Canadian literature in Romania, literary canons were naturally a key topic of interest because 
they allowed us to tackle the translations from canonical and non-canonical authors and the Romanian 
criticism on them. Last but not least, we will refer to these moments in Canadian literature as mentioned 
and debated on by our Romanian Canadianists (Bottez 2004, Petrut 2005). 

Key words: Canadian literary canons, (Romanian) Canadianists, Canadian novels, Romanian 
translations, reception. 


Introduction 

Since early days, Canada reflects the struggle of a young country to gain independence 
from a mother country (Britain) and the neighbouring giant to the South (the United States); 
this can be also noticed at a literary level in the country’s identity concerns and the need to 
establish a tradition. In the process, it moved from the first literary attempts of accounting for 
a colonial experience to become a real literature which is recognized all over the world. From 
the first most significant pieces of literary prose at the end of the end of the 18 th century and at 
the beginning of the 19 th century 1 , Canadian literature moved into the twentieth century with 
distinguished Canadian prose that was later on translated into Romanian, as well: Lucy Maud 
Montgomery’s Anne of Green Gables (1908), Stephen Leacock’s Literary Lapses (1910) and 
Sunshine Sketches of a Little Town (1912) or Mazo de la Roche’s Jalna (1927), to name only 
a few. In the Canadian criticism of the time, these new voices were considered to be “creative 


1 For more details, see our paper “Novelty, Bilingualism and Multiculturalism in Canadian Literature - 
Overviewing Romanian and International Perspectives”, Studies on Literature, Discourse and Multicultural 
Dialogue, vol II, Literature, Arhipelag XXI Press, Tirgu-Mure§, Mure§, 2014, pp. 277-283 
(http://www.upm.ro/ldmd/LDMD-02/Lit/Lit%2002%2035.pdf). 
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and critical”, “dealing more and more with material they knew”, and “moving away from the 
local and parochial to the local and universal” so as “to be judged by other than domestic 
standards” (Staines, 1977: 9-10). Romanian Canadianists (cf Bottez 2004: 48) consider 
writings such as Roche’s and Montgomery’s ones to be “successful novels or rather romances”, 
creations of the “Sunshine School” whose readers should turn the eyes from “a romanticized 
rendering of the past and present” to “a presentation of the actual conditions of Canadian life 
(on the prairies with its distinct patterns of life” as depicted by writers like Ortenso, Grove, 
Ross or Mitchell. 

The first decades of the twentieth century also saw the emergence of Canadian cultural 
publications. It is one of these publications, namely Canadian Forum that recorded Douglas 
Bush’s sententious statement to the readers of 1922: “No one reads a Canadian novel unless by 
mistake” (quoted by Staines, 1977: 9)., giving the reason that “Canadian fiction never comes 
to grips with life, but remains weak and timid, it has nothing to say (...). One can see no future 
for Canadian letters until learn to obey the fine injunction to ‘sin gladly.’ When we sin we do 
it in such a sneaking, hugger-mugger way, emoting moral platitudes until we are out of sight” 
(ibidem). 

As Northrop Frye notes, Canadian literature since 1960 has become a real literature, 
and acquired international fame; the critic goes as far as arguing that there were Canadian 
authors who sold better across the ocean in Holland or Germany, than they did in Canada (1981: 
30). Although writings of reputed novelists came out from the late 1920s on (Morley 
Callaghan’s short stories in 1928 and They Shall Inherit the Earth, one of the early novels that 
“reminds us of the density of Hemingway’s concise style” (Bottez, idem, p. 46), it is with Hugh 
MacLennan (and his Barometer Rising published in 1941) that a Canadian tradition started to 
take shape. The previous lack of tradition (or ghosts) was deplored both by international critics 
and Romanian ones, hence the struggle of the Canadian nation and letters for identity. 
MacLennan’s name is associated with the rise of a Canadian national consciousness as he found 
inspiration in drama of development of Canada which he used effectively as the framework for 
his fiction. In fictional terms, he was the first novelist to articulate a Canadian tradition by 
making his readers aware of themselves as Canadians; in his novels, MacLennan examined 
“the clashes and values” (between the colonial mentality and the new faith in a national destiny) 
(Bottez, idem, pp. 59-60). Moreover, for his Barometer Rising, he chose the first event in 
Canadian history which was on international news, as well: the tremendous explosion that 
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almost destroyed Halifax on December 1917, when two foreign ammunition ships collided in 
the harbour. Romanian Canadianists (Bottez idem, p. 72) also plead the case of a Canadian 
modernism invoking the lack of international critical consensus in favour of its existence (R. 
Kroetsch, for instance, argues that Canadian literature passed directly from Victorian to 
postmodern literature, ibidem). Instances of modernist novels would be Sinclair Ross’s As for 
Me and My House (1941) or Sheila Watson’s The Double Hook (1959). 

A remarkable record of the Canadian literary scene of the mid-1950s is Writing in 
Canada , the proceedings of the first major conference of Canadian writers and critics held in 
1955 at Queen’s Univesity in Kingston. It is extremely relevant for topics such as the teaching 
of Canadian literature in home schools and universities, the difficulty of obtaining reliable 
texts, the absence of a substantial Canadian criticism, the relationship between writers, their 
publishers, and the public (Steele, 1982: 1). However, as shown below, the canonization of the 
Canadian novel has been done since the late 70s on with the Calgary Conference and the 
subsequent writings. 

The Canonization of the Canadian Novel: the Calgary Conference 

In Canada, the conference on the Canadian novel held at the University of Calgary in 
1978 and its proceedings published in 1982 are the best illustration of the establishment of a 
Canadian literary canon. As the conference programme reads, 

“The Conference on the Canadian Novel will provide a forum for discussions which 
have four main objectives: to provide a norm which can serve as a curriculum reference for 
teachers of Canadian literature at all levels; to suggest to publishers selection criteria and titles 
for future Canadian fiction series; to establish standards for future scholarly editions of 
Canadian novels; and to provide a guide for Canadians who are interested in the masterworks 
of their national literature. The final result will be the identification of those novels which have 
established themselves as Canadian classics.” (Steele, 1982: 22) 

The most important result of this conference was the publication of a list of the 100 
most important Canadian novels, intended as “a guide to those interested in the masterworks 
of our literary tradition” (idem, p. 158). This guide was the result of a ballot distributed to 
Canadian teachers and critics, who were invited to choose 1) the most ‘important’ one hundred 
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works of fiction (List A); 2) the most important ten novels (List B); and 3) the most important 
ten works of various genres (List C). The ballot was prepared by Malcolm Ross, with the 
assistance of McClelland and Stewart, publisher of the New Canadian Library. As Ross claims, 
the aim of the list of ten important books was to account for the difference between the general 
approval of a large number of novels, and a very careful, narrow selection. The critic hoped to 
find answers to concerns such as the existence of Canadian books that could be put with 
confidence on a course in contemporary fiction which would include writers like Saul Bellow 
or E. M. Forster; and what kind of authentic, rigid, severe standard could be applied to 
determine which novels would be suitable to such a context {idem, p. 138). The list of “the 
most important (not great, but important) one hundred works of fiction” (Moss, apud Steele, 
ibidem) was now put at everyone’s disposal. It consisted of realistic novels that followed a 
linear, conventional style and they were the central, defining texts of the new Canadian 
tradition. This was the tradition that centred on paradoxical questions of identity such as the 
ones earlier posed by Frye: “Who am I?” or “Where is here?” a tradition that valued works 
which affirmed the country and its people. Furthermore, there are fewer French-Canadian titles 
than English-Canadian ones on the lists. One of the conference participants, Henry Kreisel 
(1982: 141) argues that the reasons were the lack of translation, and the fact that many 
Departments of English did not teach novels in translation because Departments of French 
wanted to discuss them in their source language. The critic feels confident that important titles 
will be made available in both languages, in the following years with the support of the Canada 
Council. Among the one hundred chosen novels, we could mention: Alice Munro’s Lives of 
Girls and Women, Margaret Atwood’s Surfacing, The Edible Woman and Lady Oracle, Lucy 
Maud Montgomery’s Anne of Green Gables, Mazo de la Roche’s Jalna, Haliburton’s The 
Clockmaker, Richardson’s Wacousta, Mordecai Richler’s St. Urbain’s Horseman, Leonard 
Cohen’s Beautiful Losers and The Favourite Game, Marie-Claire Biais’s A Season in the Life 
of Emmanuel, De Gaspe’s Canadians of Old, Gabrielle Roy’s The Tin Flute, Hugh 
MacLennan’s Two Solitudes, The Watch That Ends the Night, and Barometer Rising, Morley 
Callaghan’s The Loved and the Lost and They Shall Inherit the Earth, Rudy Wiebe’s The 
Temptations of Big Bear, Anne Hebert’s Kamouraska, Louis Hemon’s Marie Chapdelaine, or 
Robert Kroetsch’s The Studhorse Man and The Words of My Roaring. In the proceedings, no 
clear explanation for the inclusion of such texts as the ones mentioned above and the exclusion 
of others is given. 
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Interestingly enough, nine of the first ten novels on the list B selected at the Calgary 
conference were works that followed the mimetic conventions of representational realism 
which had dominated Canadian fiction for decades. George Woodcock notes that “it was 
characteristic of Canadian fiction when it began to emerge as something special and 
distinguishable that its practitioners tended to be formally unadventurous and even 
conservative and to concentrate to a degree long abandoned by novelists in culturally more 
settled countries on the content of their books - on what they had to say rather than on how 
they said it” (quoted by Lecker, 1995: 34). Therefore, it is precisely the early Canadian writers’ 
conservatism, their preference for content and ignorance of form that makes them “special and 
distinguishable”. The works are the following: Margaret Laurence’s The Stone Angel, 
Robertson Davies’s Fifth Business, Sinclair Ross’s As For Me and My House, Ernest Buckler’s 
The Mountain and the Valley, Gabrielle Roy’s The Tin Flute, Mordecai Richler’s The 
Apprenticeship ofDuddy Kravitz, Sheila Watson’s The Double Hook, Hugh MacLennan’s The 
Watch That Ends the Night, W.O. Mitchell’s Who Has Seen the Wind and Margaret Laurence’s 
The Diviners. 

The most important ten works of various genres (List C) chosen at the Calgary 
conference are: Carl F. Klinck’s Literary History of Canada: Canadian Literature in English, 
Northrop Frye’s The Bush Garden: Essays on the Canadian Imagination, E.J. Pratt’s Collected 
Poems, Stephen Leacock’s Sunshine Sketches of a Little Town, D.G Jones’s Butterfly on Rock: 
A Study of Themes and Images in Canadian Literature, Susanna Moodie’s Roughing It in the 
Bush; or Forest Life in Canada, Margaret Atwood’s Survival: A Thematic Guide to Canadian 
Literature, Margaret Laurence’s The Stone Angel, Sinclair Ross’s As for Me and My House 
and Earle Birney’s Collected Poems. As can be seen, there are several works that appear on 
more than one list (and M. Laurence’s The Stone Angel is probably the most illustrative 
example, followed by Sinclair Ross’s As for Me and My House), testifying to the works’ 
importance for the Canadian tradition explained above and the academic curriculum. 

It can be said that the Calgary conference marks a canonical high point in the 
institutional creation of Canadian literature. As far as Canadian literary value after the Calgary 
conference goes, it cannot be argued that the cannon was redefined or the critical value shifted. 
However, Romanian Canadianists (cf. M. Petrut, 2005: 72) argue that the conference was not 
able to generate a national canon because its participants did not have a common aesthetical 
background: the Western participants aimed at an aesthetics of form, language and narrative 
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structures, while central Canadians were governed by Victorian and modernist precepts that 
allowed an evaluation in terms of technique, theme and moral vision. 

Other Canonical Views 

Although in his seminal The Western Canon Bloom does not speak about Canadian 
canons, focusing only on the Western literary tradition and the works of twenty-six authors 
central to the Canon, in the appendixes to his study (divided into four chronological ages: 
Theocratic, Aristocratic, Democratic, and Chaotic), he lists works of canonical interest for the 
most important parts of the world (from the US, Great Britain, France and Germany to 
Scandinavia, the Czech Republic and Poland) as his version of the Canon. He also mentions 
several Canadian works under the section “The Chaotic Age: A Canonical Prophecy”, namely: 
Malcolm Lowry’s Under the Volcano, Robertson Davies’s The Deptford Trilogy and The Rebel 
Angels, Alice Munro’s Something I’ve Been Meaning to Tell You, Northrop Frye’s Fables of 
Identity, Anne Hebert’s Selected Poems, Jay Macpherson’s Poems Twice Told, Margaret 
Atwood’s Surfacing, and Daryl Hine’s Selected Poems. As can be seen, the operated selection 
ranges from critical works (N. Frye’s Fables of Identity) to novels (Malcolm Lowry’s Under 
the Volcano - considered both a British author and a Canadian one, included in most Canadian 
literary histories, but not in M. Petrut’s Dictionary of Canadian Writers', Robertson Davies’s 
The Deptford Trilogy and The Rebel Angels; Margaret Atwood’s Surfacing) and poetry. The 
author does not give any reasons for his selections, confessing that he is not as confident about 
the forth list as the other three: 

“Cultural prophecy is always a mug’s game. Not all of the works here can prove to be 
canonical; literary overpopulation is a hazard to many among them. But I have neither excluded 
nor included on the basis of cultural politics of any sort. What I have omitted seem to me fated 
to become period pieces: even their ‘multiculturist’ supporters will turn against them in another 
two generations or so, in order to clear space for better writings” (1994: 548). 

Lecker’s Making It Real. The Canonization of English Canadian Literature (1995) is 
one of the most recent critical attempts at defining a Canadian canon which comes as an account 
of the author’s experiences as a publisher and editor on his own involvement in Canadian 
canon-making. In his enterprise, Lecker is asking a series of common sense questions: 
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“Why had there been so little commentary on the nature of the Canadian literary 
institution itself? How did this institution display its past? Why did Canadian critics within the 
institution tend to write about some authors or texts and not others? What forces of inclusion 
and exclusion accounted for the choices made in our critical studies and literary histories? How 
were the selections appearing in anthologies of Canadian literature the product of these forces? 
How were students affected by this kind of canonical activity? What was it that made Canadian 
literature worthy of being defined as somehow different?” (1995: 4) 

He argues that the formation of the English Canadian literary institution was driven by 
the desire to see literature as a force that confirmed one’s sense of community and place where 
literature becomes a medium for the connection between writing, culture and nation. According 
to Lecker, this assumption governed most Canadian criticism up to the 1980s since its 
beginnings in the 19 th century. Therefore, canonical activity in Canada is seen as a reflection 
of the country’s search for identity in the belief that a country without a national literature is 
not a country at all. In the chapter “A Country without a Canon” he advances the hypothesis 
that, on the one hand, such a country may be free, plural, ahistorical and self-conscious of the 
material conditions that account for its contingent status. On the other hand, it may also be a 
country without moral conviction, without the means of recognizing difference, without 
standards against which education and political choices can be judged. Consequently, he argues 
that some recognition of canonical authority is ultimately crucial to the promotion of change 
and difference because there is nothing worth fighting against, if there is nothing entrenched. 
Lecker (idem, p. 16-17) also mentions one of the strongest forces behind the canonization of 
Canadian literature, i.e. McClelland and Stewart’s New Canadian Library series originally 
conceived by Malcolm Ross in the early 1950s. This is because by the end of the 50s, it had 
become the major printed vehicle through which Canadian literature reached high-schools and 
colleges where Canadian literature had started to be taught as an independent subject after 
WWII. Lurthermore, as the demand for cultural self-recognition increased during the 1960s 
and 1970s (when Carl L. Klink’s Literary History also came out), more and more courses 
devoted to Canadian literature were introduced. Many of them relied upon the growing list of 
books selected by Ross, not to mention that a considerable number of teachers relied upon the 
critical introductions that accompanied each New Canadian Library volume to be provided 
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with critical access to the Canadian texts in question. This is how the canon became 
institutionalized. 

Canadian literary canons are the conservative products of the conservative institution 
that brought them to life, assesses Lecker {idem, p. 21). They reflect values such as: 

“a preoccupation with history and historical placement; an interest in topicality, 
mimesis, verisimilitude, and documentary presentation; a bias in favour of the native over the 
cosmopolitan; a pressure toward formalism; a concern with traditional, over innovative forms; 
a pursuit of the created before the uncreated, the named before the unnamed; an expression of 
national self-consciousness; a valorisation of the cautious, democratic, moral imagination 
before the liberal, inventive one” ( ibidem) 

In another work, namely Canadian Canons: Essays in Literary Value, Lecker and his 
contributors (1991: 3) question the stability of the Canadian canon as far as its texts and authors 
are concerned. The aim is to undermine the discursive and ideological forces comprising the 
hierarchy of what is valued in an attempt to destabilize authority through the analysis of the 
intermingling structures that uphold the political, economic, social, and cultural institutions. 
This is because they are the ones that house the prevailing versions of literary history, tradition, 
form, and taste. Any analysis of canons must consider the status of these institutions and 
questions such as “Who rejects them? Who sees them crumbling? Who feels locked out? Who 
feels locked in and can't leave? Who loves their shape and size? Who is determined to remodel? 
Who holds their keys?” (ibidem) should be asked. Moreover, the study further reads that 
“national literary canons are deceptively fluid entities” (idem, p. 46). Arguments for this 
assertion are to be found in the different shapes assumed by apparently fixed canons at a 
particular moment in history, in response to new fashions and shifts in social value. 
Furthermore, the contours of a canon are considered to be subjective and “not governed by the 
inherent qualities of certain texts, but by the values attributed to them by those in power 
according to their current agendas and the particular configuration of national, aesthetic, and 
sexual politics that best serves their interests” (ibidem). 

An important contribution to canonic value is Lawrence Matthews’s essay in Lecker’s 
Canadian Canons that discusses the list B of the Calgary conference and proposes an 
alternative one. His Calgary, Canonization and Class : Deciphering List B is also debated on 
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by Petrut (2005: 72-79). To the ten novels on the list B chosen at the Calgary conference, he 
proposes other ten less conservative novels, some of them also present on the A list of one 
hundred most important novels chosen in 1978: Leonard Cohen’s Beautiful Losers, Rudy 
Wiebe’s The Temptations of Big Bear, Robert Kroetsch’s The Studhorse Man, Margaret 
Atwood’s Lady Oracle, Hugh Hood’s White Figure, White Ground, Matt Cohen’s The 
Disinherited, Jack Hodgins’s The Invention of the World, Michael Ondaatje’s Coming through 
Slaughter, Mavis Gallant’s The Pegnitz Junction and Norman Levine’s From a Seaside Town. 
The author analyses the type of nationalism that derives from the novels in the original B list 
in their general intention of recording time and place according to mimetic conventions. He 
also questions the novels’ usefulness (in the classroom) as this was the main intention that 
guided the general criterion for selection which operated for the one hundred most important 
fictional works on the A list and the derived B list. In his approach, Matthews makes reference 
to Richard Ohmann’s essay, The Shaping of a Canon: US Fiction, 1960-1975, in an attempt to 
compare the American process of canonization to the Canadian one. He finds the former 
superior and more transparent than the latter since it occurs in two stages, the first involving 
book buyers, agents, editors, advertisers and reviewers whose work collectively constitutes of 
a selection process that leads to the identification of a small number of ‘important’ novels. The 
second stage consists in the separation of popular novels from those that attracted buyers and 
readers for a longer period and which were also received in newspapers and periodicals. These 
most successful and long lasting novels attract academic interest and become part of academic 
curricula and later, the canon. The Canadian canonization process is less intricate, according 
to Matthews since: 

“the process by which a Canadian work achieves ‘pre-canonical status’ is very much 
simpler; (...) preliminary commercial success, need not occur at all (As for Me and My House), 
or if it does, there need not be a demonstrable connection between best-sellerdom and 
canonization (The Mountain and the Valley). Nor is (...) the singling out of the novel by an 
elite group of trend-setting journals, relevant. Virtually all of the action in Canada occurs at the 
very end of the process, the simultaneous embracing of a work by the classroom and the 
academic journal. So, in Canada, it is a relatively small group that makes the decisions about 
what books are fit for canonization: university teachers of English who specialize or dabble in 
Canadian literature” (1991: 155). 
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Moreover, the author establishes a pattern to evaluate the novels on the original B list 
with “no obvious common denominator in terms of subject or theme” {idem, p. 156) but which 
easily reveal themselves to the reader according to the realistic convention. Thus, the main 
issues in the novels (as Petrut, 2005: 76 also notes) are personal, clearly defined and easy to 
solve; in all the novels on the list the main character is struggling to find his/ her identity, his 
experience is personal and there is no serious examination of political and social issues. There 
are no postmodern or metafictional techniques as in most of the novels on Matthews’s 
alternative B list. The author’s conclusion is that the conservatism of these fictional works and 
their didactical character which justified their presence on the Canadian literature courses of 
the 1970s also prevailed in the choice of the appointed teachers and critics to include them on 
the B list. 


A Bird’s Eye View on Canonical Works in Romanian Translations 

Since our doctoral thesis dealt with the reception of the English Canadian novel in 
Romania via translations and critical studies, we referred both to the original B list of 1978 and 
Matthews’s alternative one in making judgments on the English Canadian fiction as it entered 
the Romanian cultural and literary scene since the Inter-War years to the post-communist 
period, especially at the level of translated and non-translated authors whose works could 
contribute to a better understanding of Romanian readers of the Canadian literary scene 2 . 
Regarding the communist years, we discussed both canonical and non-canonical novels 
(starting from the lists drawn at the Calgary Conference and in Lecker’s collection of essays). 


2 For more details see some our papers published on the topic: “Canada As Seen by Romanian Rewriters”, Modern 
Canada: Prejudices, Stereotypes, Authenticity/ Le Canada Moderne: Prejuges, Stereotypes, Authenticity, 
Megatrend University, Beograd, Serbia, 2013, pp. 125-133 

( http://www.sacs.org.rs/userfiles/MODERN CANADA web. pdf) ; “Canadian Imagery in Romanian 
Para(texts)”, Language and Literature - European Landmarks of Identity, nr. 12/2013, Editura Universitatii din 
Pitesti, pp. 54-69, 

(http://www.upit.ro/uploads/facultatea lit/ELI/Arhiva%20ELI/nr%2013,%202013 FINAL 25.04.2014.pdD ; 

“High and Low Canadian Literary Products in Post-Communist Romania”, Revue d ’Etudes Canadieimes en 
Europe Centrale/ Central European Journal of Canadian Studies, vol. 9 (2014). Masaryk University, Brno, pp. 
95-110; “Canadian Literature in Romania. From the Inter-War Years to the Post-communist Period: the Case of 
Michael Ondaatje”, Postcolonialism / Postcommunism: Intersections and Overlaps, Editura Universitatii din 
Bucuresti, 2011, pp. 183-199 or “Did Canadian Literature (in Romania) Age and Become Wise?”, Language, 
Culture and Change IV. Intergenerational, Interdisciplinary and Intercultural Bridges, Editura Universitatii 
„Alexandru loan Cuza”, Iasi, 2012, pp. 114-129. 
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The first decades of the 20 th century mark the true beginning of the reception (mainly 
via translations) of Canadian literature in Romania. In terms of literary genre, these are mainly 
translations from English Canadian prose, usually (fragments of) short stories and novels. 
Poems or critical studies devoted to Canadian poets are few. The favorite authors of the period 
were Stephen Leacock and Mazo de la Roche. The former was probably selected for his sharp 
sense of humour, the latter for the accessibility of her novels 3 . In fact, very few Canadian 
authors were tackled by the periodicals of those years whereas most of the important writers 
(Lucy Maud Montgomery, Thomas Chandler Haliburton or Susanna Moodie) were not 
mentioned at all. 

The communist years witness both the translation of canonical works and non- 
canonical ones that suited the purposes of the totalitarian regime (e.g. Dyson Carter’s 
progressive novels). Hugh MacLennan is the only English Canadian author translated during 
the communist period that is included on the B list of the Calgary Conference (with The Watch 
That Ends the Night , a novel which has not been translated into Romanian yet), whose 
contribution is a major step in the literary history of Canada and in the shaping of the Canadian 
literary canons (Petrut 2005: 73). His Barometer Rising/Barometru in urcare was translated 
by Livia Deac in the early 70’s by ‘Univers’ Publishing House. Another important canonical 
author translated into Romanian during this period is the Lrench Canadian novelist Gabrielle 
Roy. Her Bonheur d ’occasion/ The Tin Flute was rendered as Fericire intamplatoare by Elvira 
Bogdan with a preface signed by Valer Cornea and published by Editura pentru Literatura 
Universala/ The Publishing House for World Literature in 1968. 

Many important canonical novels by Canadian authors that were not translated during 
the communist years or after 1989 are: Margaret Laurence’s The Stone Angel and The Diviners, 
Robertson Davies’s Fifth Business, Sinclair Ross’s As for Me and My House, Ernest Buckler's 
The Mountain and the Valley, Mordecai Richler’s The Apprenticeship of Buddy Kravitz, Sheila 
Watson’s The Double Hook, Hugh MacLennan’s The Watch That Ends the Night, W. O. 
Mitchell’s Who Has Seen the Wind, Rudy Wiebe’s The Temptation of Big Bear, Robert 
Kroetsch’s The Studhorse Man, Hugh Hood’s White Figure, White Ground, M. Cohen’s The 


3 See our papers published on the topic: “Popular Canadian Fiction from Pre-Communist to Post-Communist 
Romania: The Case of Mazo de la Roche”, Contemporary Canadian Literature in English: European 
Perspectives, Editura Universitatii Alexandru loan Cuza, Iasi, 2012, pp. 24-37 or “Canadian Humour Unveiled: 
Stephen Leacock in (Pre)Communist Romania”, Philologica Jassyensia, anul XI, nr. 1 (21), 2015, pp. 207-221 
( http://www.philologica-iassyensia.ro/upload/Xl 1 PETRARU.pdf) . 
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Disinherited, Jack Hodgins’s The Invention of the World, Michael Ondaatje’s Coming through 
Slaughter, Mavis Gallant’s The Pegnitz Junction or Norman Levine’s From a Seaside Town. 
These are most of the authors on the B lists, either drawn up at the Calgary Conference in 1978 
or by Lawrence Matthews in Lecker’s Canadian Canons, both quoted by Margareta Pctrut in 
Romanul Canadian postbelic nitre tradifie §i postmodernism / The Post-War Canadian Novel 
Between Tradition and Postmodernism (2005: 73-74). However, some of these authors had 
other works translated into Romanian and published during the communist years: Sinclair Ross 
and Mordecai Richler were included in MacNair cel Orb/ Blind MacNair, the anthology of 
short stories which came out in 1970 and Margaret Atwood’s The Edible Woman that was 
translated in 1989 as O femeie obipiuitd by Margareta Petrut and reedited in 2008 as Femeia 
comestibila. 

The post-communist years mark the most intense period for the translation and 
reception of Canadian literature in Romania and is characterized by massive translations from 
Canadian postmodernism (Margaret Atwood, Leonard Cohen, Michael Ondaatje), but also of 
popular fiction. Several publishing houses published part of Margaret Atwood’s work in prose 
and no less than seven of her novels came out in the series “Leda Masters” at ‘Corint’ 
Pubhshing House which owns the copyright in Atwood’s works. Michael Ondaatje is the 
second most translated Canadian postmodernist author (five novels), followed by Leonard 
Cohen (his two novels and The Book of Longing). 


Table 1. English Canadian postmodern authors in post-communist Romania 


No 

Year 

Author(s) 

Title and translation 

Translator(s) 

Preface 

Place 

Publishing house 

1 . 

1995 

Margaret Atwood 

The Handmaid’s Tale 

\195) 

Monica Bottez 


Bucuresti 

‘Univers’ 

g House 

2. 

1997 

Michael Ondaatje 

The English Patient 

l englez) 

Monica Wolfe- 


Bucure§ti 

‘Univers’ 

g House 

3. 

2000 

Margaret Atwood 

The Robber Bride 

hotomana) 

Gabriela 


Bucuresti 

‘Rao’ Publishing 

4. 

2002 

Michael Ondaatje 

Anil’s Ghost 

lui Anil) 

Liviu Bleoaca 

Maria-Sabina 

Ia§i 

‘Polirom’ 

g House 

5. 

2003 

Leonard Cohen 

Beautiful Losers 

invinqi) 

Liviu Bleoaca 

Mircea 

Ia§i 

‘Polirom’ 

g House 

6. 

2003 

Leonard Cohen 

The Favourite Game 

eferata) 

Vlad A. Arghir 

Mircea 

Ia§i 

‘Polirom’ 

g House 
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7. 

2004 

Michael Ondaatje 

In the Skin of a Lion 

unui leu) 

Ana-Maria 


Ia§i 

‘Polirom’ 

g House 

8. 

2006 

Margaret Atwood 

The Handmaid’s Tale 

m cameristei) 

Monica Bottez 

Monica 

Bucuresti 

‘Leda’ Publishing 

9. 

2006 

Leonard Cohen 

Book of Longing 

leanului) 

$erban Foar^a 

na Chevere§an 

Mircea 

Ia§i 

‘Polirom’ 

g House 

10. 

2007 

Margaret Atwood 

The Blind Assassin 

orb) 

Lidia 

Gradinaru 

Florin Irimia 

Bucuresti 

‘Leda’ Publishing 

11. 

2007 

Margaret Atwood 

Cat’s Eye (Ochi de 

Virgil Stanciu 

Florin Irimia 

Bucuresti 

‘Leda’ Publishing 

12. 

2007 

Margaret Atwood 

Negotiating with the 

Vriter on Writing 

~ea cu moartea: un 

?spre scriitura) 

Gianina Chirazi 


Bucuresti 

‘Tritonic’ 

g House 

13. 

2008 

Margaret Atwood 

The Edible Woman 

:omestibila) 

Margareta 


Bucuresti 

‘Leda’ Publishing 

14. 

2008 

Margaret Atwood 

Oryx and Crake 

Irake) 

Florin Irimia 

Florin Irimia 

Bucuresti 

‘Leda’ Publishing 

15. 

2008 

Margaret Atwood 

The Penelopiad 

ada) 

Gabriela 


Bucuresti 

‘Leda’ Publishing 

16. 

2008 

Michael Ondaatje 

Divisadero 

Mihaela 


Bucuresti 

‘Uni vers’ 

g House 

17. 

2009 

Margaret Atwood 

Femeia-oracol (Lady 

Gabriela 

Florin Irimia 

Bucuresti 

‘Leda’ Publishing 

18. 

2011 

Michael Ondaatje 

Masa pisicii (The 

le) 

Radu Pavel 


Ia§i 

‘Polirom’ 

g House 

19. 

2013 

Margaret Atwood 

Mireasa hotomana 

(The Robber Bride) 

Gabriela 


Bucuresti 

‘Leda’ Publishing 

20. 

2013 

Margaret Atwood 

Alias Grace 

Nicoleta si 

nia 


Bucuresti 

‘Leda’ Publishing 


Alice Munro’s short stories were also published in Romanian as Prea multa fericire 
(translated by Ioana Opai(, 2011/2013); Draga via (a (translated by Justina Bandol, 2014) and 
Fugara (translated by Mihnea Gali(a, 2014) at Litera Publishing House. After she won the 
Nobel Prize for literature in 2013, she was naturally advertised as such to the Romanian readers 
via the book covers. 

Conclusion 

To conclude, only three out of twenty canonical novels on the lists discussed in our 
paper were translated into Romanian. Works of the previously mentioned authors, other than 
the ones included in the canon, came out in the post-communist years (e.g. many of Margaret 
Atwood’s, Michael Ondaatje’s and Leonard Cohen’s novels). A translation was carried out 
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during the communist period, i.e. Gabrielle Roy’s Bonheur d’occasion/ The Tin Flute 
(translated by Elvira Bogdan as Fericire mtdmpldtoare in 1968). The other two were carried 
out after the fall of the communist regime: Leonard Cohen’s Beautiful Losers was translated 
as Frumopi invinfi by Liviu Bleoaca, prefaced by Mircea Mihaie§ and published by ‘Polirom’ 
Publishing House in 2003 and Margaret Atwood’s Lady Oracle / Femeia-oracol translated by 
Gabriela Nedelea and published by Leda Publishing House in 2009. 
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THE FAIRYTALES RECEPTION AND THE POWER OF READER 


Ioana Cecilia Botar 

”1 Decembrie 1918” University of Alba-Iulia 


Abstract: The article deals with the relation fairytales-reader as the most important part of reading 
process, the impact that the text has on its readers.lt is essential to set limits in the horizon of expectation 
between reception and interpretation as two concepts that are succeeding one another in the reading 
process. Also there are two types of readers, the active and the passive and the repection of reading 
also depands on this. The connection reader-book is made throughout the process of reception which 
brings the reader to a pleasan t or unpleasan t reading. 

Keywords: fairytale, reception process, reader, horizon of expectations, literary interpretation 


Introducere 

Opera literara este perceputa prin prisma cititorului din societatea §i din perioada 
istorica specified acestuia. Astfel putem afirma ca receptarea unui text depinde de mai mulp 
factori, principalii fiind cei mentionati mai sus, iar secundarii sunt zona geografica, cxperienta 
literara §i culturala a cititorului. 

Punctul de pornire este conceptul prin care textul odata ce este publicat este la mana 
lectorului §i odata ce textul este citit apar doua procese lectoriale: comprehensiunea §i 
interpretarea. Comprehensiunea textului reprezinta „orchestrarea unor procese cognitive in 
mod scmnilicativ involuntare, care permit accesul la sensul unui text”, iar interpretarea 
„permite accesul la sensul/sensurile globale, majore ale textului literar, dar §i accesul la 
scmnificapa unor aspecte ce fin de detaliu.” 1 

In viziunea Alinei Pamfil, receptarea textului se face astfel : in prima faza cititorul 
trebuie sa intclcaga textul, in cea de-a doua faza copilul-cititor asimileaza informatiilc 
dezvoltandu-§i profilul cultural, iar ultimul stadiu consta in apropierea estetica de text, creearea 
sentimentului de placere de a citi toata opera; top accsti pasi due spre formarea literara 


1 Alina Pamfil, Limba $i literatura romdna in §coala primara: perspective complementare, Editura Paralela 45, 
Pite§ti, 2009, p. 137; 
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educativS a copilului-cititor. Basmele sunt o sursS de cuno§tiinfe, de formare a deprinderilor de 
citire, dar si de insusire a unor expresii care pot fi folosite la randul lor de cStre copii. 
Receptarea unui text depinde de scopul lecturii, mai exact de a satisface anumite ccrinfc 
externe, pentru obtincrca unor in form alii folositoare sau de a citi pentru plScere, fSrS un scop 
prevSzut initial. Copii absorb informatiilc ca un burete, ei au energie sS citeascS orice cu 
conditia sa le capteze atcntia §i sa aibS un scop formativ. In viziunea acesteia, comprehensiunea 
este cea care determinS si inllucntcaza interpretarea textului, cele douS concepte sunt in raport 
de complementaritate pentru o receptare contextual^ si textualS clarS §i corecta. Prin 
comprehensiune, cititorul accede la sensul potrivit al textului, iar prin interpretare acesta 
percepe sensul global si, mai apoi, detaliile care dau originalitate operei. De asemenea, aceasta 
considera ca cea mai interesantS perioadS din cvolufia cititorului este cea mijlocie in care 
copilul i§i depascstc conditia de neajutorat care a§teaptS sa ii citeasca cineva un basm sau o 
poveste §i incepe sa citeasca singur pentru a putea descoperi cat mai mult. 

„Intre cititor si textul literar se stabileste o relafic deosebitS de interes §i bucurie, care 
conduce spre telul final: cmotionanta decodare a mesajului artistic si nu numai. Degeaba cite§ti 
o carte de la prima la ultima paginS, dacS nu o intelcgi. Iar intelcgerca aceasta reprezintS (la 
varstele fragede) o performanfS ce se poate atinge numai printr-o indrumare atentS si 
perseverentS din partea familiei si educatorului.” 2 

Relafia dintre text §i experienfa literara 

Textul, opera literara este un mod de a comunica, de a anula barierele dintre trecut §i 
prezent, un proces complex prin care copilul-cititor descopera un fel de realitate. Pentru ca 
receptionarca textuala sa fie una reu§ita este nevoie de cunoastcrca limbii, dar si de formarea 
unei gandiri logice si analitice prin care claritatea, precizia, concizia §i expresivitatea sunt 
elemente-cheie spre reu§ita. Cata putere de a interpreta textul ii ofera teoria receptarii 
cititorului? Teoria receptarii ca si proces creativ in timpul lecturii se reflects prin conexiunea 
dintre text §i cititor ca si consumator al literaturii. Prin procesul de receptare, cititorul 
intcracfioncazS cu autorul prin intermediul textului, textul fiind principala sursS prin care ii 
sunt transmise sentimentele, informatiilc; receptarea textului depinde, in principal, de bagajul 
de cunostiintc pe care il define cititorul si de modul in care pornestc perceperea initials a 
acfiunii. Procesul de interpretare si receptare contextual fine de receptor, Wolfgang Iser, unul 


2 luliu Rapu, O istorie a literaturii pentru copii §i adolescenji, Editura Biblioteca Bucure^tilor, Bucure^ti, 2003, 

p.26; 
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dintre cei mai important adcpti ai teoriei receptarii mcearca o decontextualizare a textului si a 
cititorului luand in calcul procesul interact unii text-cititor: „opera literara nu poate fi 
identificata complet cu textul sau cu receptarea [de catre cititor], dar acesta trebuie sa fie la 
mijlocul prin care cele doua aspecte se intersecteaza. Opera este mai mult decat textul, textul 
prinde viaja doar cand este scris si, mai mult, scrierea este dependents de dispozitia individuals 
a cititorului...Convergent textului §i a cititorului, care nu poate fi niciodatS precise, dSa viatS 
literaturii, dar trebuie sS rSmanS virtualS ca §i cand nu s-ar identifica nici cu realitatea textului, 
nici cu starea cititorului.” 3 

Asadar, putem afmna cS puterea cititorului asupra textului este determinatS de 
experien^a literarS influen^ata la randul ei de aspecte precum varsta, starea fizica si psihicS a 
cititorului. Interpretarea literarS se face in funcpc de experien|a literarS pe care o are cititorul 
pentru a putea distinge conceptul de adevar §ifapt in literaturS. 

Strans legat de teoria 
receptSrii este hermeneutica sau teoria 
interpretSrii. Iser afirma cS 
hermeneutica marchezS „stagiul la 
care interpretarea devine auto- 
reflexivS, acest lucru este o continuS 
automonitorizare a opcratiilor §i chiar 
a tematicii din timpul interpretSrii.” 4 

Interpretarea unui text din 
trecut se na§te de fapt dintr-un dialog 
continuu intre trecut §i prezent, de multe ori, noi ca §i cititori avem tending sS comparSm 
societatea acelor vremi cu societatea noastrS, mai exact, intrSm in pielea personajelor, dar 
totodatS incercSm sS le raportSm la prezentul nostra §i ll analizSm prin perspectiva 



SCRIITOR 


TEXT 


CITITOR 


3 „the literary work cannot be completely identical with the text, or with the realization of the text [by the 
reader], but in fact must lie halfway between the two. The work is more than the text, for the text only takes 
on life when it is realized, and furthermore the realization is by no means independent of the individual 
disposition of the reader.. .The convergence of text and reader brings the literary work into existence, and this 
convergence can never be precisely pinpointed, but must always remain virtual, as it is not to be identified 
either with the reality of the text or with the individual disposition of the reader.” (t.n.) 

Wolfgang Iser, The Implied Reader: Patterns of Communication in Prose Fiction from Bunyan to Beckett, The 
Johns Hopkins University Press, London, 1974, pp. 274-275; 

4 „the stage at which interpretation becomes self-reflective, this results in a continual self-monitoring of its 
operations and eventually a thematizing of what goes on during the activity of interpretation itself.” (t.n.) 

Ibidem, pp. 41-42; 
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cuno§tiin^elor noastre. in introducerea operei lui Jauss Toward an Aesthetic of Reception, 
critical literar Paul de Man definite henneneutica ca si proces care“se indreapta spre 
determinarea sensului, propune o funcpc de intclcgerc a textului apriorica indiferent cat de 
complexa, intarziata sau nejustificata ar fi si va ridica probleme legate de valoarea 
extralingvistica textuala.” 5 

Receptarea unui text este influenza de experien^a literara pe care o are cititorul, 
pomind de la copilul caruia parintele li citeste o carte si a carui cuno^tinta literara este redusa 
doar la urmarirea firului narativ, la copilul care cite§te singur §i care este in procesul de 
acumulare de informatii, in acest stadiu copilul are deja anumite baze literare §i o anumita 
cxpcrienta literara care ii da posibilitatea unei receptari mai profunde; §i in ultima etapa se afla 
adultul care se reintoarce la copilarie prin recitirea basmelor, acesta avand o viziune mult mai 
complexa asupra basmului in raport cu realitatea §i continutul textual itapi. in teoria lecturii se 
regase§te o relate de interdependent,;! intre producerea unui text de catre autor §i receptarea 
acestuia de catre cititor. Expcrient,a de via|a a scriitorului se reflects in basmul contemporan, 
acesta ne releva chiar aspecte din viafa lui, prin basm se oglindesc elemente ale prezentului 
naratorului si chiar raporturile dintre personaje. Acest univers in latitat de basm este modelat 
prin prisma scriitorului care adapteaza evenimentele la cxpcricnta lui de viafa §i la cea a 
colcctivitapi, grupului caruia i se adreseaza. Pomim de la ideea ca textul odata publicat nu mai 
apartinc autorului, ci cititorului care ii da sensul dorit in functie de modul in care il recepteaza, 
dar lectorul trebuie sa respecte opera §i sa incerce sa o interpreteze in forma ei cat mai pura cu 
toate ca „diferite generatii vor avea o lectura diferita a aceleia§i opere, ca dincolo de in|elesul 
strict lingvistic, opera va primi intotdeauna o semnificapc noua, nebanuita, intr-un context 
istoric nou.” 6 

Textul prin receptarea henneneutica a basmului il transforma pe copil intr-un cititor cu 
cxpcricnta §i cu valenle fonnative literare; de la citirea unor simple cuvinte, propozilii si apoi 
paragrafe, acesta evolueaza spre o apropiere estetica de text. Scriitorul Matei Calinescu a 
identificat doua modalitali de lectura receptiva, prima este lectura telica a carui scop este unui 


5 “directed toward the determination of meaning; it postulates a transcendental function of understanding, no 
matter how complex, deferred, or tenuous it might be, and will, in however mediated a way, have to raise questions 
about the extralinguistic truth value of literary texts.”(t.n.) 

Paul de Man, “Introduction” from Toward an Aesthetic of Reception, University of Minnesota Press , Minneapolis, 
1982, p. IX; 

6 Matei Calinescu, A citi, a reciti, Catre o poetica a (re)lecturii, Pdilia a 11-a, traducere din limba engleza de 
Virgil Stanciu, cu un eseu despre „Oralitate in textualitate” tradus din limba engleza de Anca Baicoianu §i un 
capitol romanesc despre Mateiu I. Caragiale, Editura Polirom, Ia^i, 2007, p. 105; 


840 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


informational, copilul dorcste sa afle anumite informapi si a doua este lectura paratelica a carui 
scop este neprevazut, citeste mai mult din placere pentru a putea intra in tainele operei. 7 

Lectorul joaca rolul decisiv in receptarea textului, prin „jocul de-a cititul” acesta ii da 
noi valerpe textului si de la o perioada istorica la alta conceppa se schimba in funcpe de 
societate, prin urmare §i modul in care receptam un text poate sa primeasca noi interpretari. Sa 
nu uitam faptul ca basmele au fost o modalitate prin care populapa mediocra i§i gaseau izolarea 
sau, mai bine zis, refugiul de la problemele cotidiene, in special saracia. in timpul lecturii, 
starea copilului poate varia de la a se considera eroul carpi, identificandu-se cu protagonistul 
basmului, la a fi ganditor in momentul in care regascstc anumite elemente nea§teptate sau poate 
sa devina interpretul care se straduicste sa intre in substratul textului si pe masura ce cite§te 
mai multe povcsti sa gaseasca elemente asemanatoare, sa poata sa prevada viitorul personajului 
din text. 

Orice scriitor i§i dorcstc ca lectorii cartii lui sa o recepteze as a cum vrea sa o transmita 
§i de cele mai multe ori scriitorul vrea sa transmita o valen^a formativa importanta pentru el, 
dar si pentru societatea in care traim. Acest lucru se observa cu u^urinta in basme unde fiecare 
personaj se identified cu cel pupn o norma rnorala (bunatate, frumusete, rautate etc.). 
Apropierea de carte are rol plurivalent, pe de o parte copilul i§i dezvolta vocabularul, 
imaginal,ia, gandirea care il ajuta mai departe la interpretarea textual bap i si pe de alta parte ip 
dezvolta personabtatea intr-un mod cat mai armonios. 

“Odata ce textul este golit de orice continut obiectiv, este deschis la orice numar de 
citiri. Cititorul postmodern, critic §i creativ, i§i asuma o semnificapc construind subiectiv 
intclcsuri. in ultima instanta cititorii post-moderni „scriu textul”. Fiecare cititor are putere 
absoluta, depnand dreptul la orice interpretare fara limitarea dovezilor §i semnelor obiective 
din text sau dorirpelc autorului” 8 

Receptarea textuala §i orizontul literar 

in receptarea textului, contextul joaca un rol primordial, acesta se delineate ca un 
ansamblu de factori de natura culturala, psihologica, sociala, economica si politica, contextul 
inllucntcaza crearea, transmiterea si receptarea acestuia. Basmul, in special, are o dubla 

7 Ibidem, p. 106; 

8 „ Once the text is empty of any objective content, it is open to any number of readings. Their post-modern reader, 
critical and creative, takes on an unprecedented significance by subjectively constructing meaning. In the last 
instance post-modern readers "write the text". In the extreme each reader has absolute power, holding the right to 
any interpretation without restraint of evidence, objective cues from the text, or the wishes of the author, (t.n.) 
Pauline Marie Rosenau, Postmodernism and the Social Sciences, insights, inroads, and intrusions. Princeton 
University Press, Princeton New Jersey, 1992, p.39; 
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influenza contextual!!, deoarece este produsul unui anumit context socio-cultural, dar si 
influenza scriitorului, modul lui de gandire, tocmai de aceea de multe ori este important sa 
cunoa§tem contextul istoric pentru a putea avea o imagine de ansamblu asupra textului si pentru 
o interpretare cat mai apropiata de adevar. Textualizarea basmului este rezultatul unor factori 
intemi §i extemi a caror tinta este beneficiarul real, lectorul. Textul prin actul lecturii §i al 
receptarii se afla intr-un joe de incifrare-descifrare pornind de la interfile scriitorului care 
incifreaza mesajul si ale lectorului care il descifreaza. Cititul si receptarea sunt doua activitap 
care se realizeaza concomitent, ceea ce ne arata faptul ca starea psihologica a lectorului este 
importanta in acest process de receptare a textual itap i. Din punctul nostra de vedere, receptarea 
poate fi: 

superficiala, aceasta se realizeaza concomitent cu prima lectura a textului, lectorul 
canalizandu-§i atcntia pe firal narativ pentru a prinde gustul lecturii, o denumim superficiala 
pentru ca cititoral identifies informatiile generale care sa ii poata oferi cadrul basmului cu 
elementele-cheie; acestui tip de citire, Jeremy Harmer ii da denumirea de skimming; 9 

subtextuala, aceasta se realizeaza la a doua lectura a aceluia§i text in vederea obtincrii 
unor informatii specifice §i a unei analize amanunptc, Jeremy Harmer o denume§te scanning; 10 

Teoria receptarii ii atribuie cititorului un nou rol distingand doua tipuri de lectori: 
lectorul implicat sau activ si lectorul actual. Lectorul implicat este cel care da sens carpi prin 
interpretarea lui, are capacitatea de a face sclccpi si de a sintetiza informatiile textuale. Iser 
afirma ca acest concept este fundamental pentru teoria receptarii: “Acest termen [cititor 
implicat] include prestractura sensului dat de text §i determina actualizarea acestui potential in 
procesul de lectura. Aceasta se refera la natura activa a procesului.” * 11 

Cititoral implicat este cel care recreeaza textul, care il cite§te intr-un fel propriu, putem 
spune ca acesta este un cititor original cu cunostiinly literare. Pe de alta parte, cititoral actual 
este cel care percepe substratul textual §i cu ajutorul caraia isi realizeaza cadrul narativ colorat 
de elementele-cheie identificate pe parcursul lecturii. Am putea spune ca cititoral implicat este 
cel care vede basmul in alb-negra, iar cel actual il vede in culori viu colorate. Pornind de la 
aceasta delimitare, Jauss a introdus un nou tennen literar orizontul de a.peptare referindu-se 


9 “This term [implied reader] incorporates both the prestructuring of the potential meaning by the text, and the 
reader’s actualization of this potential through the reading process. It refers to the active nature of this process.” 
(t.n.) 

Jeremy Harmer, The practice of English Language Teaching. Editura Longman IV, Harlow, 2007, p. 283; 

10 Ibidem, p. 283; 

11 Iser, Wolfgang, op.cit., p. XII; 
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la cumulul de astcptari pe care un lector le are la inceputul unei lecturi si, rezultatul obfinut la 
finalul activitafii, este Intclcgerea textului original. Orizontul de astcptare este variabil in 
funcpc de cititor, unii pornesc cu un avant influenjap de imagini §i de titlul care le-a stamit 
interesul, al^ii pornesc in aceasta calatorie literara mai rezervafi, dar termina p lac up 
imprcsionap. Nu putem delimita acest orizont de astcptare intr-un §ablon, ci este determinat de 
gradul de implicare a lectorului in basm in funcpc de cxperientclc lui literare. Pozipa textului 
sursa este descris prin prisma orizontului de astcptare , a receptarii reale a operei, literatura 
devine astfel obiectul cxpcrient.ci literare ulterioare. Pentru o viziune mai profunda a operei 
este csenpal sa avem cuno§tnfie minime despre context socio-cultural §i despre autor. Din 
experien^a noastra putem spune ca dobandim o alta viziune asupra operei §i totul prinde un 
contrul mult mai profund daca cunoa§tem situapa acelor vremi. Studiul nostru diacronic nu 
poate trece de perspectiva data de elementul-cheie al orizontului de astcptare, adica cxpericrga 
prealabila dobandita de cititor §i de trecerea dintre lumea imaginara si cea cotidiana; prin 
aceasta experien^a prealabila cititorul dobandestc o viziune mult mai larga care il ajuta la 
perceperea basmului din perspectiva textului-sursa §i textului-finta. 

Putem afirma ca orizontul de astcptare a consumatorului de lectura este intotdeauna 
mare, putem spune ca tinde spre 100%, insa pe masura ce descopera cartea, orizontul fie se 
menpne la gradul initial, fie scade in funcpc de nesatisfacerea astcptarilor. Estetica receptarii 
dezbatuta de Jauss face legatura dintre doi poli ai comunicarii: autor §i cititor prin intermediul 
textului ca produs al autorului. Din punctul nostru de vedere textul initial confine o prefigurare 
a cititorului ideal pentru scriitor, de aici putem concluziona ca cititorii pentru care le este 
destinat au un orizont de orientare menfinut pe tot parcursul lecturii. Impactul cu cititorul real 
pe acest spafiu de joe este unul extrem de important asupra viitorului carfii respective sau 
textului; Jauss este de parere ca este necesara o tratare diferenfiata a cititorilor in funcfie de 
varsta §i clasa sociala. Dimensiunea receptarii operei depinde de cititorul caruia cartea ii 
menfine interesul pana la sfarfitul carpi §i daca ii satisface dor in tele inifiale sau nu: „aceasta 
insumeaza toate reacfiile, prejudecafile, aspectul verbal §i legat de comportament din opera 
literara care poate include orizontul a§teptat §i confirmat de astcptare sau poate dezamagi 
asteptarilc creand o distan|a intre text si cititori”. 12 

12 „means by it the sum total of reactions, prejudgments, verbal and other behavior that greet a work upon its 
appearance. A work may fulfill such a horizon by confirming the expectations vested in it or it may disappoint 
the expectations by creating a distance between itself and them.” (t.n.) 

Robert Hans Jauss, Aesthetic Experience and Literary Hermeneutics, tradusa din germana de Michael Shaw, 
Minneapolis, 1982, p. XII; 
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Un text evoca pentru cititor un ansamblu de a§teptari in funcfie de experienfa anterioara 
a acestuia, jocul imaginar „intreaba §i vei afla” ii dau posibilitatea de a se elibera de 
prejudecafi, perspective, reducandu-1 la o alta percepfie literara prin perspectiva scriitorului, de 
multe ori orizontul de astcptarc anticipeaza situatii deschizand drumul cxperientclor viitoare. 
Opera poate sa ii confrunte conceptia acestuia prin planul narativ expus de scriitor sau cititorul 
poate sa le combata, aceasta este o libertate literara de a judeca §i de a analiza. Opera literara, 
in cazul nostru basmul, este receptat si judecat in raport cu experienfa victii cotidiene, copii isi 
iau modele, le urmeaza sfatul, invafa cum sa se comporte, cum sa relafioneze. 

Principalul element care are in vedere recepfionarea unui text il constituie expcricn^a 
prealabila prin care poate face difcrcnta intre limbajul practic §i cel poetic, intre lumea 
imaginara si cea cotidiana; aceasta este cea mai mare provocare a receptarii unui text de catre 
copii, de a putea face difcrcnta intre real si imaginar; trebuie o atcntic sporita din partea 
povestitorilor care trebuie totu§i sa explice copilului faptul ca aceasta este o poveste frumoasa 
cu care ne relaxam. Din perspectiva lui Jauss, receptarea unui text are 2 scopuri bine definite: 

„(1) se indreapta spre o aspirafie suprema a cititorului care trebuie, in timpul 
interacliunii lui cu textul, sa isi izoleze interesurile personale si predilecliile astfel incat textul 
sa poata transmite intenfiile sale fara restricfii; (2) accentuand autonomia textului, aceasta 
abordare metodologica este incapabila sa reincluda textul in perioada istorica.” 13 

Receptarea textului este redata de actul citirii sau a povestirii si de modul in care 
cititorul este (inut in suspans sa afle ce s-a intamplat in continuare, binentclcs este necesara 
intr-o anumita masura §i experienfa literara a celui care cite§te, dar povestirea trebuie redata 
deta§at, fara implicafile personale. Din punctul nostru de vedere este bine ca receptarea sa fie 
una cat se poate de autentica, adica sa incerce sa decodifice mesajul expus de scriitor, fara sa 
adauge sau sa elimine informafii; facand acest lucru putem mcntine opera autentica §i efectele 
transformarii textului le vom vedea in analiza din studiul de caz in care opere precum 
Cenu§areasa ajunge sa fie transformata intr-o adaptare dupa textul lui Charles Perrault, iar in 
unele situafii numele de Ccnusareasa este inlocuit cu Fata cu cenu§a. Tocmai in aceste efecte 
consta receptarea unui text, sa fie o receptare subiectiva sau obiectiva; copii se ata§eaza mai 


13 „(1) it aims at an ascesis of the reader who must, in her or his encounter with the text, bracket all personal 
interests and predilections so that the text may deploy its intentional structure unhindered; (2)by stressing the 
autonomy of each text, this methodological approach is incapable of reintegrating the text into a history.” 
(traducerea noastra) 

Ibidem, p. X; 
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mult de unele personaje dintr-o opera, de altele nu, dar este extrem de important ca mesajul pe 
care 11 transmitem sa fie unul corect. 

Revenind la punctul lui plecare a lui Jauss, se remarca un interes fat,a de actul citirii ca 
un examen comunicaiional, prin citirea pove§tii unui copil, acesta recep|ioneaza ceea ce i se 
transmite, iar prin lectura personala, acesta extrage conputul: „Mai degraba, orice conccppc 
despre citit trebuie sa inceapa cu rccunoastcrca faptului ca cititorul este deja pe deplin acoperit 
de traditia care a dat na§tere scopului sau de a citi §i, intr-adevar, textul in sine este o articulare 
a modului de receptare a acestuia. ” 14 Receptarea poate fi determinate §i de astcptarile pe care 
noi, cititorii, le avem inainte de a incepe procesul in sine de lectura si inainte de a lectura un 
text este bine sa bifam nistc intrebari pentru a face o evaluare legata de astcptarile tale: 

1. „Avem anumite astcptari de la anumite genuri literare? 

2. Suntem intimidap de anumite reputapi, anumip autori sau opere? 

3. Care este imaginea scriitorului a carui opera o vom citi? 

4. Avem noi, ca cititori, vreo influenza asupra scriitorului care scrie pentru noi?... 

5. In ce masura putem fi influcntap astfel incat sa raspundem intr-o maniera 
pozitiva (recepiionarii textului)?” 15 

De multe ori, ne punem aceste intrebari in subcon§tient, fara sa le raponalizam, atat noi, 
adulpi, cat si copii §i in continuare vom prezenta in detaliu acest aspect. In primul rand, un 
cititorul prima data cand va lua o carte in mana va cauta titlul, imaginea de pe coperta, autorul 
§i, optional, recenzia de pe spatele carpi. Aceasta este prima etapa a reccptionarii date de efectul 
pozitiv sau negativ a orizontului de astcptarc a acestuia. Evident daca aceea carte ii stame§te 
interesul superficial, initial, va continua sa o citeasca. De multe ori, citim opera sau, in cazul 
copiilor, pove§ti de la un autor recunoscut; odata ce ai parcurs o opera dintr-un anumit gen 
literar §i de la un anumit autor, automat se creeaza starea de confort al subconstientului si putem 
uneori sa intuim modul de scriere §i acest lucru face receptarea textuala mai facila. Pe tot 


14 „Rather, any conception of reading must start with the recognition that the reader is already fully awash in the 
tradition that has given rise to the object of his/her reading, and, indeed, that the text is itself an articulation in its 
mode of reception.” (traducerea noastra) 

Ibidem, p. X; 

15 Do we expect, e.g., certain things in certain genres? Are we intimidated by certain works, certain authors, certain 
reputations? What is the nature of such intimidations? What is the image of the author that we bring to a reading? 
Do we, as the reading audience, exercise some influence upon the author as s/he writes for us? ...To what extent 
can we be manipulated so that we respond in an expected manner? (traducerea noastra) 

Ibidem, p. XI; 
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parcursul lecturii, cititorul cauta indicii-cheie care sa ii potoleasca setea de lectura, de explorare 
literara; uneori gasim elemente noi care creeaza fascinantul, alteori nu; drep urmare putem 
clasifica receptarea textuala astfel: 

-receptare textuala progresiva, data de interesul acordat lecturii pe masura ce identfica 
elemente noi care ii starnesc curiozitatea §i care il transporta intr-un labirint literar din care icsi 
doar cand o termini; 

-receptare textuala echilibrata, in care cititorul este relaxat, ci teste cu pasiune, dar nu 
gaseste elemente impresionante, este doar o lectura interesanta; 

-receptare textuala regresiva, pe masura ce parcurge paginile din carte, constata cu 
surprindere ca aceasta nu ii satisface curiozitatea si scade interesul de lectura pe care i 1-a dat, 
de exemplu, citirea supcrficiala inipaltaa. 

In viziunea parintelui esteticii receptarii, Robert Hans Jauss, re lap a crcapc-rcccptarc- 
interpretare este una unitara, prin intermediul consumatorului de literatura care savureaza opera 
cu ochi critici. Principalul factor il constituie orizontul de astcptarc, cadru in care are loc 
intalnirea cititor-opera §i in care a§teptarile sunt prefigurate de cxperienta anterioare pe spapul 
de joe literar. A§teptarile cititorului pot li confirmate, negate sau reorientate in funcpc de 
reunirea celor doi poli: cititor si text. 

in graficul alaturat putem observa mai u§or interdependenia celor doi poli care 
in(lucntcaza receptarea §i interpretarea unui text, prin care acesta isi masoara fopa estetico- 
receptiva si capacitatea de a avea impact asupra gencrapilor de cititori si de a raspunde prompt 
intotdeauna la framantarile receptorilor. 

in opera lui Jauss regasim doua nop uni importante pentru impactul receptarii §i a 
interpretarii, termenul de orizont de a§teptare §i experienfa estetica. 
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Primul termen face referire la 
satisfacerea nevoii cititorului, pe cand 
cel de experien^a estetica are valence 
literare mult mai profunde care 
large§te cadrul receptarii si al 
interpretarii textului; in timp ce 
orizontul de a§teptare cuprinde 
parcursul lecturii propriu-zise, 
experien|a estetica cuprinde efectul 
parcursului lecturii: 

„Polaritatea arta-natura, 
atribuirea frumusctii adevarului §i 
binelui, contopirea forma-continut, structura-sens, relapa imitapc-crcapc au reprezentat 
problemele cscnpalc in care imaginea estetica era punctul-cheie.” 16 

Experienla estetica este produsul a trei trepte concepute pentru a semnala legatura text- 
cititor, astfel primul termen este poiesis, definit de Jaus „sensul aristotelian dat de abilitatea 
care face ceva sa sugereze placerea in propria opera” 77 , aspectul productiv a experien^ei estetice 
prin care imaginarul si fantezia artistica reinventeaza lumea carpi; al doilea termen este 
aisthesis, care „poate denumi placerea estetica...cu sensul de baza a percept) ci senzoriale §i 
afective. Aesthesis ca o experien|a estetica receptiva fundamentals corespunde astfel 
numeroaselor definitii ale artei ca o „pura vizibilitate”...” 18 , cuprinde aspectul receptiv al 
cxpericn(ci prin care forta cognitiva a ficcarui cititor se activeaza in mod diferit de la unul la 
altul in funcpc de cxpcrientclc anterioare; al treilea termen este cajharsis, „denume§te produsul 
afectiv...care corespunde implicarii practice a artei pentru funcponalitatca sociala prin care se 
transforma confirmand norme de acpunc. Catharsis corespunde de asemenea obiectivului 



16 The polarity of art and nature, the attribution of the beautiful to the true and the good, the inseparability of form 
and content, structure and meaning, the relationship of imitation and creation, were the canonic problems when 
aesthetic reflection was at its height, (traducerea noastra) 

Ibidem, p. XXVII; 

17 „in the Aristotelian sense of the faculty to make something names that pleasure in one's own 
work.. .characteristic of autonomous artistic activity” (traducerea noastra) 

Ibidem; 

18 „may name that aesthetic pleasure... with a basic meaning of sensory perception and feeling. Aesthesis as the 
fundamental receptive aesthetic experience thus corresponds to various definitions of art as ’’pure visibility”...” 
(traducerea noastra) 

Ibidem; 
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...care are scopul de a elibera interesurile audicnl.ci” 19 , aspectul comunicativ al experience! in 
care receptorul determina in mod activ imaginarul literar. 

Pentru a accentua legatura dintre cxpcrien^a estetica trecut-prezent, Jauss propune trei 
pa§i de urmarit in timpul lecturii: 

1. Relectura textului da noi interpreted, deoarece prima lectura se bazeaza pe 
placerea de a trai acjiunca narativa, iar la a doua lectura, interpretarea este bazata pe intclcgcrca 
textuala: „Cititorul, pe de alta parte, in procesul estetic ramane ata§at de orizontul de astcptarc 
a primei lecturi, poate percepe retrospectiva sensibila in spatele aparen^ei contingente a 
timpului pierdut, totalitatea unui trecut unic si a unei lumii regasite din care a nascut 
imperceptibilul.” 20 ; 

2. Reactualizarea istorica a situapilor invechite din opera, poate fi vorba aici de 
alteritatea textului din prisma confruntarii trecut-prezent care este posibil sa primeasca noi 
dirccpi: „0 astfel de conceplie a intcracpunii dintre cititor §i text restaureaza dimensiunea 
istorica...trecutul §i prezentul putemic prezente ca §i mediatori ai textelor” 21 ; 

3. intclcgcrca textului si a valorii estetice data de cxperienta cititorului din lecturile 
anterioare care ii dau un al nivel literar, dar §i din cxperienta lecturii actuale care ii ofera noi 
informal) i: „Uimire, admita^ie, impresionare, lacrimi si rasete de simpatie sau distantarc 
reprezinta balanta primelor niveluri ale cxpcricntci estetice care este data de rcprczentatia sau 
lectura textului. Spectatorul sau cititorul poate intra in aceste stari, dar poate si ie§i in orice 
moment, acceptand atitudinea de reflectare estetica si incepand propria lui interpretare care 
presupune o viitoare retrospectiva sau prospective distantarc. Legatura dintre prima experience 
estetica §i cea de-a doua reflectare estetica ne transpunde din nou la a distinge in mod 
fundamental intclcgcrca de cunoastcre, receptarea si interpretare.” 22 


19 „names the pleasure produced.. .thus corresponds to the practical employment of the arts for social functions of 
conveying... justigying norms of action. Catharsis also corresponds to the ideal object of all autonomous art which 
it to free the viewer interests...” (traducerea noastra) 

Ibidem; 

20 The reader, on the other hand, for whom the aesthetic distance remains suspended in the horizon of his first 
reading, can perceive in the light of the retrospective fable, behind the contingent appearance of lost time, the 
totality of a unique past and recovered world that imperceptibly grew from it. 

Ibidem, p. 91. 

21 „Such a conception of the interaction of reader and text restores the historical dimension, claims Jauss, for the 
public of recipients, past and present, is fully involved as the mediator of the texts.” (traducerea noastra) 

Ibidem, p. XII. 

22 „Astonishment, admiration, being shaken or touched, sympathetic tears and laughter, or estrangement constitute 
the scale of such primary levels of aesthetic experience which the performance or the reading of a text brings with 
it. The spectator or reader may enter into these states but also disengage himself at any moment, take up the 
attitude of aesthetic reflection, and start in on his own interpretation which presupposes a further, retrospective or 
prospective, distancing. The relation between primary aesthetic experience and secondary aesthetic reflection thus 
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Este extrem de important sa stabilim limitele dintre receptare §i interpretare, aceste doua 
concepte sunt in raport de complementaritate si se unesc in momentul in care se face trecerea 
de la lectura la observare sau interpretare. in diagrama alaturata am reprezentat legatura lectura- 
receptare-interpretare ca o incununare a simbolisticii car\i i si le vom prezenta in detaliu in cele 
ce unneaza. Receptarea, din punctul nostru de vedere, este echivalentul primei lecturi, cand 
cititorul savureaza cu interes desertul, opera, oferita de scriitor pomind totusi de la anumite 
in form alii cscnpale care le define, aceste informatii sunt in Hue n talc de cititor si de nivelul de 
lectura; un cititor cu experien^a poate define mai multe informatii despre autor, carte, iar unul 
care este la inceput actului literar, va avea o receptare mai saracacioasa, iar interpretarea va fi 
pe rnasura. 

Daca pentru un cititor fara experien^a, dovleacul din Cenu§areasa este un element 
fantastic care da o nota de magie basmului si care se transforma in calcasca ce o va transporta 
pe Cenu§areasa la bal, pentru un cititor cu experien^a care il poate trece prin filtrul simbolisticii 
ii da noi valence, dovleacul ca simbol al incercarilor prin care va trece Cenu§areasa, dar si 
mijlocirea spre fericirea care se va abate asupra acesteia. 


takes us back again to the fundamental distinction between understanding and cognition, reception and 
interpretation.” 

Ibidem, p. 34. 
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In concluzie, in 
acest proces al experien^ei 
estetice a fost profund 
interpretat §i analizat, iar 
rezultatul este unul 
raportat la nivel social, 
oamenii care citesc de mici 
i§i cultiva gandirea, 
imaginapa, cuno^tiintclc, 
devenind mult mai buni 
analitici sociali din 
perspectiva ghidarii pe un 
drum al culturii prin care 
dragostea de carte §i de 
istorie vor transmite din 
generate in generate 
cultura specfica unei literaturi autentice, dar §i a unei literaturi universale. Aceasta modalitate 
de analiza literara facuta initial la nivel mental, reprezinta partea aplicativa a unirii cxpcricntci 
estetice trecut-prezent prin determinarea orizontului de astcptarc. Cartea si cititorul au 
reprezentat dintotdeauna o modalitate eficienta de comunicare intre cele doua timpuri, prin 
ochii cititorului sunt transmise obiceiuri, traded, valence care odata insu§ite de acesta vor fi 
expuse mai departe, astfel reu§ind sa se promoveze o literatura eficienta prin valoarea ei 
formativa si informativa. 

in ceea ce privcstc copii ca public, ace§tia sunt un izvor nesecat de curiozitare, fantezie 
si sete de descoperire; este extrem de important sa avem in vedere aspectele escnpale ale 
caracteristicii socio-psihopedagogice ale copilului, este util sa cunoastcm de ce este importanta 
copilaria §i cartea in viapi lor, dar §i ce se intampla la nivel mental pe masura ce ace§tia 
dobandesc o experienla in domeniul lecturii. 


Carte 
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Abstract: Octavian Paler is an important name in the field of autobiographic prose, to whom the 
autobiographic fills up with the attributes of the mythological turned into “personal utopia ”, especially 
when the revelation of the self is triggered by a journey which allows an unmediated encounter with a 
fundamental civilisation. 

The volume Aventuri solitare [Solitary Adventures] consists of three distinct stages of the diaiy 
discourse, in three separate books, three travel diaries: Jurnal la mare [Seaside Diary], Contrajurnal 
la mare [Seaside Counter-diary] and Jurnal american [American Diaiy]. While he claims to be an anti¬ 
traveller, Paler actually proves to be a tenacious traveller who seems to have overcome the shock of 
crossing the boundaries between civilisations, confronting the inner, bookish scenery with the newly 
discovered territory. Although apparently unrepresentative for the writer’s style, displaying notes from 
an official cruise, in winter, Contrajurnal la mare [Seaside Counter-diary] presents his reencounter 
with Greece and its mythology. In search of the inner Greece, he takes the road from his motherland to 
the ancient world, an experience analysed from the perspective of the one who needs to travel in order 
to find his own identity. The water is the element which filters the reality in the author’s consciousness. 

Keywords: travel diary, stereotype, identity, Europe, Greece 


I. Repere teoretice 

Conceptul de identitate, se stie, este unul greu de definit datorita multidisciplinaritatii 
abordarii sale si din cauza raporturilor dialectice care stau la baza rclapilor conceptuale cu care 
poate fi asociat. 

Indiferent de abordare, o constants se impune: „caracterul «paradoxal» al idcntitapi. De 
la afirmatia lui Heraclit, conform caruia nu te pop scalda de doua ori in acela§i rau, la aforismul 
lui Rimbaud: «Eu este un altul», formulele care subliniaza faptul ca identitatea se construie§te 
prin confruntarea dintre acelasi si altul, dintre similitudine §i alteritate, sunt nenumarate” 
(Ferreol 2005: 328). 
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Fiind un proces in continuua desfa§urare si un raport mereu dinamic intre polul idem, 
caracterizat prin muabilitate in timp, si polul ipse, care ne deschide spre schimbare, spre diferit 

- confonn tenninologiei propuse de Paul Ricoeur in studiul Soi-meme comme un autre, 
ipostazele pluriidentitare ale sinelui se afla in stransa legatura cu alteritatea, deoarece in 
a firm area eului este nevoie de o raportare constants la celalalt. „Aceasta structurare prin 
alteritate se afla, desigur, in centrul intcractiunii verbale, acolo unde eu il instituie pe tu si 
reciproc: atunci cand spun tu, intclcg ca tu e§ti capabil sa te desemnezi pe tine insufi drept eu” 

- (traducerea noastra) (Ricoeur, 1993: 92). Aceea§i idee este subliniata si de Emile Benveniste, 
pentru care „instalarea subicctivital,ii in limbaj este cea care creeaza categoria persoanei”(apud 
Ferreol, 2005: 328). Reciprocitatea din cadrul rclapci nu este decat una dintre fonnele necesare 
luarii in considerare a altcritafi i in construirea identita(ii persoanei; mai general, putem spune 
ca alteritatea este in acclasi timp conditic si instrument al dinamicii identitare. 

Raportul dialectic dintre acela§i si celalalt interfereaza cu raportul similar intre individul 
„singular” §i colectivitate. Pe de o parte, identitatea se bazeaza pe o afirmare a eului, pe o 
individualiate care-1 face pe fiecare om „unic”, diferit de ccilalp (Ciuca, 2015: 628). 
Complexitatea comunicarii interculturale, in care individul comunica §i se comunica, este data 
§i de aceea ca individul pleaca de la premiza ca felul lui de a gandi §i a se exprima este cel 
firesc, deoarece le-a dobandit prin nastcrc si educatie, desprinderea de familiar fiind cea mai 
dificila. Omul are tendinta sa se inflacareze pentru credintele sale politice, religioase, culturale, 
pentru practicile sale morale cu totul altfel decat pentru lucrurile din lumea fizica; prin urmare, 
acest caracter pasional se comunica si modului in care il concepem si il explicam pe celalalt. 

Astfel, in stransa legatura cu identitatea, dar in relatie de antonimie, este termenul 
„alteritate”, care pare a desemna o calitate sau o cscnta a „celuilalt”, ce desemneaza lucruri 
foarte diferite: pe omul celalalt, pe aproapele nostra, pe Celalalt. In lilozolie §i antropologie 
insa, „alteritatea” este utilizata mai mult pentru a desemna un sentiment, o influenza, un regim: 
exista ccilalp, care sunt difcriti; sunt eu oare semenul lor? (Baudrillard, 2002: 5) Insa, pentru a 
intra in relatie cu celalalt, este nevoie de o deplasare in timp §i spatiu, iar cea mai buna metoda 
este calatoria. In acest sens, avand in vedere mai multe criterii, criticul Tzvetan Todorov face, 
in studiul sau Noi ceilal{i, o clasificare a calatoriilor, incepand cu secolul al XlX-lea, 
identificand calatorul asimilator, profitor, turistul, calatoria impersonala, asimilatul, e.xotul, 
alegoristul, dezabuzatul §i calatorul filosof (Todorov, 1995: 45) 
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Avand in vedere clasificarea facuta de Todorov, Octavian Paler ar putea fi incadrat intre 
calatorul de tip alegorist §i calatorul-filozof, adica intre calatorul care „ia strainul ca metafora 
critica, el calatore§te «metaforic». Nu se afla niciodata cu totul in tara straina, ci ramane in 
raport cu propria sa cultura, dar intr-un raport critic. Altfel spus, cealalta tara ii serve§te de 
alegorie, de figura, pentru a emite o judecata, pentru a lua o distant fa|a de propria sa 
teritorialitate. Este, asadar, intr-o anume masura, un calator inteligent, dar care nu se 
descentreaza cu adevarat. El ramane centrat pe propria sa cultura, nu-si pierde radacinile, nu se 
exileaza nici macar mintal, ci scoate din asta o mare complexitate” §i o categorie oarecum 
ideala, un ideal-tip, un universalist, prin destinatic; „ceea ce-1 intereseaza este diferen(a in 
universalitate, in principiu el nu este etnocentric. Scopul sau este verificarea varictapi, a 
difcrcnticrii infinite a valorilor, a culturilor §i tentativa de conciliere intr-o viziune universala 
a lucrurilor.” (Todorov, 1995: 45) 

II. 

Fire meditativa §i automeditativa, Octavian Paler este un nume de referinta in proza 
autobiografica, deoarece pentru el autobiograficul se incarca de atributele mitologicului 
transformat in „utopie personala”, mai ales cand revelarea propriului sine este prilejuita de o 
calatorie reala sau virtuala ce-i pennite intalnirea nemediata cu o civilizatie fundamentala. §i 
cum exercitiul consemnarii trairii imediate si nemediate face parte din natura acestui spirit 
cultural compex, jumalele de calatorie ale lui Paler ofera o radiografiere a culturilor §i 
civilizatiilor prin care trece dar si a propriului „eu” in permant conflict cu sine insu§i, dovedind, 
dupa cum considera §i Marin Sorescu, „o reala capacitate de a teoretiza, de a depista 
problemele, de a le despica.” (Sorescu, 1985: 24) Adriana Lataretu reafirma aceea§i idee in 
notatiile sale: „Intreaga opera a lui Octavian Paler poate fi considerate un jurnal perpetuu care 
da la iveala cititorului personalitatea scriitorului animat de dor in (a de a se cunoa§te pe sine in 
profunzime.” (Lataretu, 2008) 

Volumul Aventuri solitare cuprinde trei trepte ale discursului diaristic, fiind alcatuit din 
trei carti autonome, trei jurnale de calatorie: Jurnal la mare, Contrajurnal la mare si Jurnal 
american. Contrajurnal la mare prezinta o croaziera internationala a scriitorilor pe Marea 
Neagra si Marea Egee §i deschide contemplatia solitara spre „aventura” unei calatorii nu lipsite 
de pitoresc si invataminte. De§i jurnalul pare a fi unul atipic pentru scrierile lui Paler, 
consemnarea fiind una frusta, incarcata mai mult de obiectivitate, totu§i, rcusc^tc sa dezvaluie 
natura duala §i inadaptata a celui care consemneaza §i care face calatoria in cautarea „Greciei” 
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launtrice, parcurgand drumul dinspre tara natala inspre lumea antica, experienta analizata din 
prisma celui care are nevoie de calatorie pentru regasirea identitatii proprii. 

De§i cuno§tea mare de la mal, vara, i§i dore§te sa o vada §i iama, din mijlocul ei. 
Plecarea se face cu dificultate, dupa foarte multe ezitari, Paler dovedindu-se inca o data un 
nehotarat - „Inca odata, ma conving ca hotararile mele sunt, de fapt, ezitari equate.” (Paler, 
2008: 82) Nici vremea nu este prielnica pentru o astfel de incercare - „E frig, urat, sufla un vant 
rau. Condipi deloc atragatoare pentru prima mea calatorie cu vaporul!” (Paler, 2008: 82) i§i 
justified plecarea cu modestie, explicand §i itinerariul - „E o croaziera, gratuita, la care participa 
cateva sute de scriitori europeni. Vom zbura pana la Atena. Luni (azi e dumineca, ora 16,30, in 
aeroport) ne vom duce la Pireu unde ne vom imbarca. Vaporul va porni prin Marea Egee, Marea 
Marmara, Bosfor, intrand in Marea Neagra §i vom naviga pana la Odesa. De-acolo ne vom 
intoarce, facand escale la Constanta, Vama, Istanbul, Izmir, Salonic §i Pireu. Apoi, cu 
autobuzele, ne vom duce la Delfi.” (Paler, 2006: 82) Aceasta experienta este una noua §i 
autentica, una de initiere §i de reafirmare a propriului sine §i de recon IIrmare a experientei 
marine trecute - „In plus, poate ca merita sa vcrillc ce inseamna «marea» pentru mine nu numai 
vara, pe plaja, ci §i in prag de iarna, in larg. Desigur, sunt consticnt ca rise sa ruinez tot ce 
reprezinta mitologia marii pentru mine.” (Paler, 2006: 82) 

Plecarea debuteaza cu un incident neplacut, numele de pe bilet nu se potriveste cu cel 
de pe pa§aport, Hind inversat cu cel al lui Gabriel Dimisianu. Ajuns la Atena, scriitorii fac o 
scurta plimbare cu autocarul pana sa se imbarce pe vapor, Hind permanent informati despre 
ceea ce vad de catre un ghid. Acesta le explica chiar §i elemente de natura demograllca, aceea 
ca „ aproape un sfert din populatia Greciei locuie§te la Atena, la Pireu §i in imprejurimi.” (Paler, 
2006: 83) Atipic pentru Paler, atentia ii este atrasa de aleea comerciala ademenitoare, despre 
care face doua remarci: ca prezentul pastreaza calitatea de „popor estef ’ a grecilor antici si ca, 
„inainte de razboi, Grecia era mai inapoiata decat Romania.” (Paler, 2006: 84) Aceasta remarca 
ii prilejuie§te o comparatie cu Romania perioadei comuniste - „Gabriel D. imi spune ca rudele 
lui trimiteau, atunci, «pachete» la Atena, cam a§a cum ni se trimiteau noua, in timpul regimului 
comunist, din Vest.” (Paler, 2006: 84). Cu toate ca sunt intr-un leagan al civilizatiei, 
problemele cotidiene, legate de lipsa banilor necesari pentru a se deplasa la restaurantul care le 
ofera spaghetti gratis, §i absenta autobuzelor care ar trebui sa-i duca acolo ii fac sa exclame 
„Suntem in Balcani”, §i sa nu-§i paraseasca tabieturile de acasa: ,,Intr-un pasaj, cu lume multa 
care sta la mese §i bea bere, ne hotaram sa cheltuim cate doi dolari pentru o halba. Dar, firestc, 
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noi avem problemele noastre, obsesiile noastre, a§a ca destul de repede discupa ne 
demonstreaza ca am ramas «bucure§teni».” (Paler, 2006: 84) 

imbarcarea se face pe un vas cu nume ce pare predestinat, „Lumea Rcnastcrii”, 
sugerand, chiar daca ei sunt scriitori din toate tarile - ca intr-un Turn Babel, parca printr-un 
regim al coincidentelor, o noua descoperire a eului care scrie. De§i i-ar fi placut sa calatoreasca 
intr-o cabina din care sa poata vedea marea, i se ofera o cabina in „burta vasului”, devenind 
astfel un Iona in „burta pe§telui”, obligat fiind sa „auda” marea, nu sa o „vada”. Nivelul este 
numit dupa „Nereus”, zeul Marii Mediteranene din mitologia greaca, care avea darul de a 
prezice viitorul, dar doar daca era prins dupa ce se transforma. De altfel, toate nivelurile 
vaporului erau denumite mitologic: „Poseidon”, „Apolo”, „Venus”, „Hera”: „Ne invartim intr- 
un mic Olimp plutitor, cu muzica simfonica transmisa la difuzoare, in toate cabinele, si cu 
chelneri moderni in locul lui Ganymede.” (Paler, 2006: 85), deorece grecii §tiu sa-§i exploateze 
legendele: „Grecia este o tara saraca, daca e judecata prin prisma resurselor. Pamantul ei 
secetos e generos doar cu maslinii [...] Dar turismul e stimulat de ruine! Grecia antica, prin 
cultura ei, ii hrane§te pe negustorii de azi! Filosofii, sculptorii si tragicii greci lucreaza zi §i 
noapte pentru agen(iile de turism grcccsti.” (Paler, 2006: 88) Senzatia data de acest „01imp 
plutitor” este una „aristocratica”. 

inainte de a ajunge la Delfi, scepticul Paler face o trista observatie legata de ceea ce se 
astcapta sa vada acolo, locurile legendare fiind astazi demitizate, iar calatorul trebuie sa vada 
nu ceea ce este, ei sa-§i imagineze ce a fost - „ Misterul care aducea, pe vremuri, valuri de 
pelerini s-o auda pe Pythia s-a stins in pietrele invadate de balarii. Pe culmile Parnasului, 
muzele au lasat locul caprelor. Nici macar crapatura pe unde ie§eau aburii halucinogeni nu se 
mai vede. Daca a existat vreodata. Te duci acolo, ca la Troia, nu pentru a vedea «ce este», ei 
pentru a-(i imagina «ce a fost». Daca e§ti in stare sa crezi, e§ti norocos.” (Paler, 2006: 86) 
Totusi, preocuparile sale imediate sunt legate de modul cum se va intelege cu Sorin Preda, cu 
care este cazat §i care face organizatorilor, care au solicitat cate o poza a fiecarui participant, o 
farsa, trimitandu-le o amprenta in locul pozei. Cazarea se face, astfel, pe tari, din Romania fiind 
prezenti treizeci si unu de scriitori. Nici vorbele lui Ion Pop - „Suntem in Balcani”, nu-i dau 
pace, dar, odata plecat vasul, se incurajeaza cu ideea ca „In fond, Socrate, Platon, Sofocle, 
Euripide, Fidias, Praxitele erau §i ei «balcanici»! Istoria filosofiei a inceput in Balcani. Marea 
tragedie tot aici s-a nascut. Parthenonul a fost construit in Balcani, in vreme ce stramo§ii 
francezilor si ncmtilor mai traiau in paduri, iar britanicii a§teptau sa fie civiliza(i de romani!” 
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(Paler, 2006: 87) Memorialistul este vadit deranjat de u§urinta cu care este luat peste picior 
„spiritul balcanic”: „Ma tem ca usurin(a cu care luam peste picior «spiritul balcanic» vine din 
ni§te complexe ale noastre.” (Paler, 2006: 86) 

Cand „Noua Rcnastcrc” se pune in mi scare, nu se poate abtine sa nu-i fie teama si sa 
nu mediteze la simborile antichitatii, desi meditatia sa este uneori acida, numindu-1 pe Ulise 
„haimanaua antichitatii”, de fapt, un „ escroc”: „Legat de catarg, el nu infrunta nici un rise real. 
In schimb, spre deosebire de corabierii carora le-a poruncit sa-si mfunde urechile cu ceara, 
asculta cantecul sirenelor. E singurul care a reu§it asta fara sa moara. Dupa ce se va fi desprins 
din franghii, Tsi va fi zis, mul(umit, ca a fost mai de§tept decat to(i. Si de ce sa nu recunoa§tem? 
A fost. A pacalit §i zeii §i posteritatea” (Paler, 2006: 88) 

Participa la instructajul aferent, necesar in caz de pericol, deorece vremea se inasprcstc 
si zvonurile de eventuale naufragii ii fac sa se teama atat pe calatori cat §i pe echipaj, febra 
imbarcarii lasand loc ingrijorarilor. Teama pune stapanire si pe el, deorece totul e nou, §i-l face 
sa reflecteze la trecut si la starea pe care o traie§te: „Hotarat lucru, n-am suflet de marinar. 
Stramosii mei au secerat graul §i au cosit iarba, n-au ajuns pe mare. N-a existat nici un pirat in 
ascenden(a mea. Tot ce pot face e sa nu ma comport jalnic, sa (in in firau panica pe care o simt 
sco(anclu-si ghearele in mine. Nu cred ca e o ru§ine sa-(i fie frica. Jenant e doar sa nu te mai 
gande§ti decat la asta.” (Paler, 2006: 89) Senzatia de rau se acutizeaza: „Am cazut, parca, intr- 
un gol. Nu mai vad nimic afara, din pricina intunericului, dar, cu siguran(a, e vreme rea. 
Zgomotul valurilor devine din ce in ce mai amenin(ator §i, uneori, simt cum mi se contracts 
stomacul.” (Paler, 2006: 90) 

Desi vasul ii ofera tot confortul de care are nevoie, intreaga desfa§urare de la bord este 
privita cu o u§oara ironie, redata in text prin ghilimele puse diverselor evenimente si locatii: 
„marele salon” - pentru spatiul unde se servesc mesele, „bunatatile” - pentru mancarea servita, 
„seara de dans” - pentru manifestarile artistice oferite de organizatori, iar mi§carea discontinua 
si dezechilibrata de tangaj este numita „balet”. 

La masa de seara ii atrage atentia un tip bizar, deosebit prin tinuta §i comportament, tip 
care-1 va surprinde, despre care i§i va forma o idee gre§ita pe care §i-o va schimba pe parcurs - 
de altfel singura aparitie excentrica de pe vas: „un tip bizar, efeminat §i cu un aer absent, u§or 
somnambulic. [...] Individul e imbracat intr-o salopeta alba, eleganta, ceea ce il distinge imediat 
de ceilal(i. Are toate datele unui dandy. Sau ar putea sa treaca, asa cum arata — pu(in adus de 
spate §i cu ochelari -, drept unul dintre acei intelectuali ce-§i poarta cu gra(ie decaden(a ori 
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ratarea, studiind religii rare sau filosofie scolastica fara sa produca nimic [...]” (Paler, 2006: 
90-91) 

Este inconjurat de o multime de scriitori, dar traieste puternic sentimentul insingurarii, 
comparatia cu Iona fund inerenta - „M-a izbit pustietatea de pe «Nereus». Nu era nimeni cand 
am coborat. Senzatie ca am ramas singur pe vapor [...] Stau ca in burta unei balene, in aceasta 
cabina-celula, cu un hublou metalic gros, de care duhurile marii se izbesc manioase [...] aceasta 
lini§te ma predispune si mai mult la fantezii prapastioase.” (Paler, 2006: 91) Nici meditatia la 
propria conditie nu lipse§te §i nu lipsesc nici intrebarile legate de lipsa mitologiei marine in 
cultura romaneasca, spre deosebire de celelalte popoare cu deschidere la mare: Grecia, Italia, 
Suedia. Vremea creaza „o atmosfera bolnava, inchisa, in care nervii lancezesc” (Paler, 2006: 
92), determinand stari de rau si de indispozitie sufletelor meditative. Astfel, asteptarile sale 
legate de Marea Egee sunt contrazise: „Mi-o imaginam plina de soare, de un albastru molatec, 
u§or pervers. Daca mitologia plaseaza sirenele in Mediterana, Marea Egee mi se parea un fel 
de «bazin» unde se harjoneau nereidele [...] Intr-o asemenea singuratate, rece, friguroasa, nu 
rezista nici o iluzie.” (Paler, 2006: 92) intreaga atmosfera ii trczestc senzatia de neliniste 
specifica spiritului mereu in alerta: „!mi dau seama, o data in plus, ca sunt un sedentar curios. 
Daca trebuie sa raman mai mult timp nemi§cat, fara sa fac nimic, ma plictisesc. Suport greu 
starea de repaos.” (Paler, 2006: 93) 

Granitele dintre Asia §i Europa par sa nu-1 surprinda, cele doua fiind contaminate una 
de cealalta, Europa de misterele tulburi ale Asiei si Asia „spurcata” de adierile logicii europene; 
ba il fac sa se gandeasca la originea noastra, a romanilor - care au o natura duala, putand 
descinde din doua directii: „[...] poate, noi, romanii, ne tragem, mai degraba, din Bizant decat 
de la «Ram». Ne lipse§te rigoarea latina, caracteristica Romei, in schimb putem discuta despre 
nimicuri in plina tragedie, cum se discuta la Constantinopol despre sexul ingerilor cand caderea 
ora§ului era o chestiune de zile.” (Paler, 2006: 93-94) La lasarea serii, gandul il poarta spre 
Ovidiu si calatoria sa spre Tomis, spre un necunocut despre care auzise ca e populat de barbari. 
Abia cand intra vaporul in Marea Neagra simte ca incepe „marea aventura”. 

Prima oprire se face la Odesa, unde granicerii ucrainieni le iau pasapoartcle si le 
inlocuiesc cu unele provizorii, ceea ce-1 face pe romanul Paler sa resimta diferenta dintre el si 
occidentali, pe fondul trecutului sau - si al nostru - comunist, §i acest lucru ii da senzatia de 
nelini§te §i de temporara pierdere a identitatii - „Occidentalii se amuza, dar pe mine, poate 
fiindca am in urma alta cxpcricn(a decat a lor, ma incearca o scnza(ie stranie, nelini§titoare.” 
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(Paler, 2006: 95) Traie§te iar o dezamagire legata de ceea ce §tie §i ceea ce descopera despre 
Odesa, comparatia fiind aproape violenta: „Auzisem ca Odesa e un ora§ interesant, cosmopolit, 
cu un farmec aparte. Ceea ce vad eu seamana, insa, unei femei decazute care a renun(at la orice 
cochetarie. Nici nu se mai spala. Bea, injura si se culca imbracata. Ziduri scorojite, lasate parca 
in paragina, neingrijite. Magazine cu marfa dubioasa, de care nu-(i vine sa te atingi. §i, unde te 
invarti, diverse marci de votca. Am, brusc, impresia ca Odesa e un ora§ locuit de stalli care se 
imbata pentru a-§i pierde memoria, ca aici trebuie sa alegi daca devii §i tu alcoolic sau te 
sinucizi.” (Paler, 2006: 96) Face din nou o comparatie cu spatiul romanesc, constatand ca 
regimul comunist „a produs peste tot cam acela§i tip de mizerie, dar aici mizeria pare intrata 
mai adanc in ziduri, ca o igrasie istorica.” (Paler, 2006: 96) La fel ca in tara - „ Pietonii sunt 
prost imbracat). Due, ca la noi, saco§e de plastic in maini si au un aer tern, la fel ca strazile pe 
care umbla.” (Paler, 2006: 96) Patrunzand mai adanc in oras, observa ca „doamna” se schimba: 
„Priveli§tea se schimba. Sub mohoreala zidurilor, amestecata cu patina vremii, se vede in 
arhitectura o elegan(a cu parfum «de altadata». Femeia decazuta devine o doamna. 
Melancolica, demodata, cu o grade obosita, dar o doamna.” (Paler, 2006: 96) La Sala Operei 
din Odesa, „ doamna” devine „ contesa”, deoarece fastul surprinde - „Din umbra lojelor ornate 
cu nervuri aurite se aude, parca, fosnct greu de matasuri vechi.” (Paler, 2006: 96) Dar magia 
nu dureaza mult, deoarece, ie§it in strada, reintra in lumea cenu§ie si prafuita, aproape similara 
cu cea a Bucure§tiului - „Bucure§tiul s-a inviorat mai repede. In rest, aceia§i bi§ni(ari ca la noi, 
acccasi bursa neagra, aceea§i foame de dolari.” (Paler, 2006: 97) Concluzia este data de un poet 
turc: „Odesa e o pu§carie in aer liber. Aici nu rezi§ti decat beat.” (Paler, 2006: 97) 

Pe 17 noiembrie ajunge §i la Constanta, unde este o zi insorita §i marea este calma. La 
noi, in drum spre Calara§i, participa la o degustare de vinuri, la Murfatlar. Scriitorii sunt 
intampinati de o formatie de lautari - ceea ce-i displace, considerand totul penibil - „Intotdeauna 
mi-a displacut folclorul dubios utilizat pentru «distrarea» strainilor.” (Paler, 2006: 98) Romania 
ii da, totu§i, o senzatie de linistc, deoarece e o zi de toamna frumoasa, cu temperatura 
aceeptabila. 

I se strica ceasul, de aceea mai petrece ceva timp prin Constanta in cautarea 
ceasornicariei §i ziarelor, incercand sa sune la Bucure§ti. 

La Varna, prefera aleele parcurilor in defavoarea mausoleelor ce reprezinta un „trecut 
mumificat”, dar se intoarce mai tarziu la ele cu o curiozitate rautacioasa, parca ramasa din 
vechiul conflict romano-turc. „Vreau sa vad ce figuri au scriitorii turci cand se uita la tablourile 
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unde e glorificata lupta antiotomana. Dar nu observ nici un scriitor turc si ma las paguba§.” 
(Paler, 2006: 100) Observa imprejurimile orasului, carora le aplica cliscul cu care sunt judecati 
bulgarii „balcoane cu rufe puse la uscat” (Paler, 2006: 100) 

Urmatoarea oprire este la Manastirea Aladzha, ce a fiintat pana in secolul al XlX-lea, 
unde nu pot privi decat in interior pe o fereastra mica. Este impresionat, totu§i, de chiliile 
calugarilor §i mediteaza la sensul divinitatii: „Doar piatra. Dumnezeu e mai accesibil, oare, in 
caveme? [...] Nu pot crede ca, pentru a obtinc gratia divina, trebuie sa traim ca nistc animale 
salbatece in vizuini.” (Paler, 2006: 101) 

Cu toate ca se conformeaza regulilor calatoriei, nu reu§e§te sa se integreze, 
reafirmandu-se ca un singuratic incapabil sa socializeze §i sa se comporte ca toti ceilalti: 
„Blestemata mea singuratate, mai rea decat «raul de mare», ma impiedica §i aici sa ma distrez, 
sa ma bucur. §i mai descopar o data ca a fi singur «in societate» e mai greu de suportat decat a 
fi singur singur [...] Azi noapte, a fost «noapte alba» pentru mul|i «croazicristi». Numai eu am 
donnit, ca un ncsimpt. N-am gustat pana acum din farmecul taifasurilor nocturne la un pahar 
de « ceva». (Paler, 2006: 101-102) 

La Istambul, obiectivele turistice nu mai prezinta un interes deosebit pentru 
cxcursionisti, balcanicul Hind intersat de latura comerciala - „Sfanta Sofia? Moscheea albastra? 
Desigur, desigur. Dar se poate sa nu mergem §i la bazar? Trebuie neaparat sa «vizitam» si 
bazarul.” (Paler, 2006: 104) El simte apropierea de locurile acestea prin trecut - „[...] s-ar 
cuveni, poate, sa nu ne dea pace niscaiva melancolii legate de Bizan| ori sa ne gandim numai 
la lungul nostru Ev Mediu, trait cu angoasa Inaltei Porti. Caci nicaieri nu suntem mai aproape 
de ranile noastre ascunse, de complexele noastre.” (Paler, 2006: 104-105), §i marturiscstc 
junalului faptul ca ar vrea sa viziteze Istanbulul §i sa admire minaretele care strapung aerul 
imbibat de umezeala, Cornul de aur cu gradinile §i chio§curile lui, palatul Paleologilor si 
Fanarul, dar nu indrazne§te sa spuna cu voce tare, supunandu-se itinerariului superficial care 
nu da „ragaz de meditatie si lene visatoare”. Viziteaza Moscheea Albastra, consemnand 
elementele obi§nuite ale unui monument turistic, apoi Sfanta Sofia, ridicata de Constantin §i 
transformata, ulterior, in moschee. 

Nu poate ramane indiferent - alunecand us or spre melancolie - atunci cand mediteaza 
istoria agitata a relatiilor noastre cu turcii: „§i nu ma pot opri sa nu devin melancolie, spunandu- 
mi ca, o data cu prabusirea Constantinopolului, s-a surpat ceva §i in destinul nostru. Cum ar fi 
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evoluat Europa §i, indeosebi, Europa de Est daca turcii n-ar fi cucerit acest oras?” (Paler, 2006: 
106) 

in intreg periplul nu este paras it niciodata de latura sa artistica si de bagajul sau literar, 
raportandu-se permanent la acesta prin comparatii intre ceea ce descopera in teren si ceea ce 
§tie deja: „Cand patrund in prima dintre cele trei curl), imi navalesc in minte franturi din ce am 
citit prin cronici despre boieri ambitiosi sau domnitori spcriati care au batut drumul 
«Stambulului» pentru a se inclina in lata «maritului sultan», ca sa cumpere tronul ori ca sa-§i 
salveze capul.” (Paler, 2006: 106-107) 

Simte diferenta dintre civilizatia orientals §i cea occidentala - „Am un sentiment 
neplacut, ca vin dintr-o provincie a istoriei, dintr-un colt de lume pe care Dumnezeu 1-a neglijat. 
Apusul inal(a catedrale, univcrsita(i. Rcnasterca italiana ii dadea pe Michelangelo, pe 
Leonardo. Anglia, pe Shakespeare. Magellan facea prima calatorie in jurul globului. Noi n-am 
avut ragazul unei Rena§teri. A trebuit sa traim intre biserici cu ziduri afumate si presiunile 
Inaltei Porti.” (Paler, 2006: 107), cu amaraciune constatand ca turcii au fost cei care ne-au 
incetinit dezvoltarea, Hind inacapabili sa civilizeze, ci numai sa distruga - „«Ce-am facut o mie 
de ani?» se intreba, iritat, Cioran. Am fost ncvoi(i sa ne uitam mereu in zare, pentru a observa 
la timp norul de praf ridicat de ieniceri §i spahii. Ne-am reconstruit casele arse §i am 
supravic(uit, in umbra unui imperiu steril si corupt. Ne aparam de ieniceri si spahii, ca de stihiile 
naturii, fara sa inva(am nimic de la ei. Caci turcii nu duceau cu ei nici o idee. §i nu lasau in 
urma decat fum si pustiu.” (Paler, 2006: 107) In acest sens, palatul sultanului este „[...] o 
imagine destul de sugestiva a Evului Mediu oriental. Lene si lux. Viciu §i aur.” (Paler, 2006: 
107) 

Zare§te si sabia lui §tefan cel Mare, tresarind, dar isi exprima §i conceptia proprie 
despre patriotism: „Nu-mi plac chiotele «patriotice». Patriotismul nu se racncstc. Cum nici 
rugaciunile nu se zbiara.” (Paler, 2006: 108) 

Aleea magazinelor cu aur il dezgusta, determinandu-1 sa exclame ca „desfraul poate 
deveni plictisitor”. Dupa ce, repetat, lustrangii ii trag pe sfoara pe Ion Buduca, Justin Panta, 
Ion Pop si Mihai Sin, concluzioneaza, autoanalizandu-se, ca ardelenii sunt cei care cad us or 
prada „smecherilor din Orient”, pentru ca sunt „mai putin iuti in reactii, mai rigizi” (Paler, 
2006: 110) 

Ar vrea sa sintetizeze Istanbulul intr-o imagine integratoare, dar nu rcuscstc sa obtina 
decat imaginea unui ora§ hnbacsit, in care modemitatea occidentala se amesteca cu mahalaua 
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orientals, pentru ca „in fostul Constantinopol, au murit doua imperii.” (Paler, 2006: 110) I§i da 
seama ca ar fi dorit sa vada cum se reflects in viata ora§ului faptul ca Istambulul e a§ezat pe 
doua continente. De aceea, face o scurtS paralelS intre Imperiul Roman si cel Otoman: „Unul 
(cel roman) a cucerit pentru a civiliza. CelSlalt (cel otoman) a cucerit pentru a inSbu§i 
civilizatia. Unul (cel roman) s-a dovedit foarte tolerant cu credintclc popoarelor cucerite. 
Celalalt (cel otoman) a vrut sS-§i impunS religia. Unul (cel roman) a creat culturS sau, mScar, 
a acceptat-o pe a altora. Celalalt (cel otoman) n-a crezut decat in sabie. DupS unul (cel roman) 
au rSmas ziduri, apeducte, §osele si o legisla(ic care se inva(a §i azi in universita(i. Dupa celalalt 
(cel otoman) n-a ramas nimic. Dar amandouS au dispSrut in desfrau §i lux.” (Paler, 2006: 111) 

CSIStoria este pigmentatS cu seri de poezie, recitaluri, seri de dans, dezbateri la care 
Paler participS superficial, pentru ca comportamentul celor din jurul sau il face incS o data sa 
caute explicatii pentru dualitatea propriului sine, recunoscand ca adevSratul scop al acestui 
voiaj este impScarea celor doua laturi contrarii - „Am in(eles demult, §i din ce in ce mai bine, 
ca problemele mele vin din faptul ca «racii» n-au destulS imaginatic pentru a trSi, total, intr-o 
lume visatS, cu mai putinc cxigentc, dar au suficientS imaginatic ca sa nu poatS fi practici. MS 
mi§c, in genere, in zona tulbure si indecisS unde singuratatea §i nevoia de al(ii se amesteca la 
fel ca noaptea §i ziua, pe mare, in clipa aceasta. Nu pot nici sa fiu, cum a§ vrea, deschis, sociabil, 
nici sa ma izolez, cum am, cateodata, impulsul s-o fac, iar incapacitatea de a alege un drum ma 
costa. Am sperat ca o scurta vacan(a petrecuta pe un vapor imi va prinde bine.” (Paler, 2006: 
112-113), dar rezultatul este tocmai reversul, contradictiile sale se accentueaza, sporite de 
spatiul inchis §i de universul limitat de pe nava. 

il deranjeaza orice ii tulbura linistca propriului univers, singurul element care ii ofera 
confort este dragostea - „N-am re us it sa fiu in largul meu, cu nervii complet distin§i, decat in 
dragoste [...]” (Paler, 2006: 113) 

Nu intelege nimic din recitalul turcilor, dar critica din nou Orientul apeland la ceea ce 
spuneau Cioran §i Pascal - „[...] trebuie sa distrugem, cu sistem, Orientul din noi. Poate ca 
Orientul ne-a inva(at sa ne folosim intcligcnta pentru a ne gasi consolari si cand ele sunt 
daunatoare pe tennen lung. Poate ca tot Orientul ne-a dat viziunea pasiva asupra vic(ii. §i, fara 
indoiala, unele apucaturi n-ar strica sa le pierdem, ori sa ni le reprimam. Am micsora distanta 
dintre bascalic §i ironie, intre altele. Dar ce-ar ramane din identitatea noastra dupa ce am 
termina de distrus Orientul din noi? Orice eroare provine dintr-o excludere, ne-a avertizat 
Pascal.” (Paler, 2006: 115) 
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Marea si intunericul ii prilejuiesc o meditatie la inevitabilul stars it uman si la aceea ca 
tot ceea ce ne ramane dupa moarte, ramane pe pamant, care ofera stabilitate. Cand ceilalti se 
distreaza in „marele salon”, pe timpul noptii, el isi „suprima noptile prin somn”. 

Pentru ca vizita la Efes mai intarzie, are timp sa-si completeze consemnarile si 
gandurile legate de „barbaria”, „lipsa de civilizatie”, de evolutie, incapacitatea de a face cinste 
predecesorilor romani. Face o apologie a civilizatiei in opozitie cu incapacitatea romanilor de 
tine pasul cu aceasta: „Ca fiu de taran ce sunt, e tircsc sa ma simt mandru ca la temeliile 
Romaniei se afla o civilizatie agrara. Dar nu tin sa bagatelizez «amanuntul» ca Bucurcstiul a 
astcptat secolul al XlX-lea pentru a-si pune chestiunea ci§melelor! Mai ales ca suntem (totu§i) 
urmasi ai unor vestiti constructori de apeducte. Civilizatia romana a fost, prin excelenta, o 
civilizatie citadina [...] Noi n-am mo§tenit nici cultul «cetatii», nici «tehnicitatea» primilor 
«facatori» de §osele din Europa. Parca nemtii ar fi urmasi ai romanilor, nu noi! Noi am ramas 
pastori, (arani, targove(i, intr-o Europa a carei istorie a fost decisa in «orasc» [...] Crestinismul 
s-a impus in catacombele Romei. Goticul a inflorit in burguri. Rcnastcrca e opera Florentei si 
a Venetiei. Dementa nazista a inceput intr-o berarie din Miinchen. Cea comunista, in cel mai 
european ora§ al Rusiei.” (Paler, 2006: 117) 

Vizita la Efes este marcata in jumal dupa ce reaminte§te cateva mituri istorice legate de 
Apolonius §i Domitian, evidentiind ca si aici civilizatia straveche a fost inabu§ita de ignoranta 
prezentului, fiind dusa pana la desacralizare, demitizare a locului, barbatii fiind interesati de 
„lupanar” mai mult decat de istorie. 

Se renun(a, din cauza vremii, la vizita Salonicului, a§a ca ceilalti calatori ies la 
cumparaturi. Ramane inca o data singur, printre cartile sale, nefiind atras de strada. 
Imposibilitatea de a ajunge la Delfi il nelini§te§te, pentru ca vizitarea oracolului de aici este 
principalul motiv al calatoriei - „Daca n-am ajunge la Delfi, a§ fi nenorocit”. (Paler, 2006: 123) 
I§i dorestc sa-§i lamureasca „ce este amintire directa si ce este amintire livresca” in imaginea 
sa despre „locul unde oficia Pythia”, si sa intelcaga daca Grecia este pentru el „o tara sau un 
mod de a fi inactual”. (Paler, 2006: 123) Iese in oras, pana la urma, iar la masa le marturise§te 
amicilor sai ca „pretutindeni se simte strain”, inclusiv in Bucure§ti, reafirmandu-§i conditia de 
neadaptat, incompatibil cu lumea in care traicstc - „Eu, dimpotriva, pretutindeni, ma simt 
strain.” (Paler, 2006: 123) 

Vremea nu se imbuneaza, asa ca se amana iar plecarea, parand din ce in ce mai 
imposibil sa ajunga la Delfi. Dezamagirea il cuprinde - „Nu mai am chef de nimic.” (Paler, 
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2006: 124) Scriitorii fac o vizita prin bazar si afla motivul real pentru scdcrea prelungita aici: 
un ucrainian a disparut. 

Pentru consolare, li se ofera o excursie la Pergam, locul unde s-a aflat a doua mare 
biblioteca, dupa cea din Alexandria. Dupa ce initial refuza, accepta sa mearga. Aceea§i 
dezamagire il cuprinde si aici, in fata trecutului contrafacut: „Sus, pe culme, e exact ceea ce am 
presupus. Ziduri ruinate, din piatra ordinara si cateva coloane de marmura, in mod evident, 
«aranjate». Golurile au fost umplute cu ipsos [...]Trecut, in buna masura, contrafacut.” (Paler, 
2006: 131) 

Pentru ca plecarea vasului este grabita, le inllorcstc speranta ca ar putea, cu interventii, 
sa mearga §i la Delfi. Ajuns la Pireu, foarte dezorientat, ia o hotarare in graba, dar procedeaza 
corect; alege autocarul in loc de hotel, §i abia dupa plecare afla ca cei care au mers la hotel 
raman in Pireu. Atmosfera este aceeasi ca si prima data cand a vizitat aceste locuri - „De o 
parte §i de alta, maslini, chiparo§i, campii cu pamant ro§cat. Coline sterpe, pietroase [...] Ziua 
in care am fost la Delfi, prima oara, arata la fel! Acela§i cer ursuz, greu, acciasi nori coborafi 
foarte jos.” (Paler, 2006: 135-136) 

Calatoria aceasta o fac mai mult romanii, si la intrarea in Delfi se incinge o targuiala 
penibila intre cei care au legitimatii de intrare §i cei care trebuie sa plateasca taxa ce contravine 
„poruncii” - „Cel cu mainile necurate sa nu se apropie. Departe de aici” (Paler, 2006: 136) 
Paznicul cedeaza la certurile lor §i le permite sa intre. Urea singur fosta Cale Sacra - singur, 
asa cum s-a simtit totdeauna, dar nu are timp de meditatii, totul fiind facut in graba, si nici nu 
este impresionat, ca alta data, pentru ca nimic nu mai pare sa semene cu ce a vazut atunci: „Ma 
marginesc sa privesc, sa incerc sa-mi aduc aminte §i sa compar. Ruinele mi se par acum mai 
putin fabuloase. Le-am vazut, altadata, cotropite de balarii, de gaze §i de flori care le dadeau 
ceva de mister greu, putred. Soparlele dormeau atunci la soare pe sanii de piatra ai unor zcifc 
decapitate si fugeau, speriate, auzind pasi. Fluturi mari, enormi, colorafi mirific §i putrezi parca, 
si ei, sau bolnavi de tainele locului zburau peste ierburi [...] Acum, totul e corect. Iarba a fost 
smulsa ori poate a pierit din pricina temperaturilor joase din noiembrie. Pasari nu exista. Nici 
fluturi.” (Paler, 2006: 137-138) Doar imaginatia §i putin soare starnesc o frantura de 
melancolie: „Din fericire, e soare, lumina dupa-amiezii aureate putina iarba ramasa in jurul 
pietrelor §i, astfel, macar melancoliile reu§esc sa fie ambigue.” (Paler, 2006: 138) Face o cursa 
pe stadionul antic, intrecandu-se cu Leo Butnaru. §ederea este scurta si nu poate pleca fara sa 
noteze in jurnal concluzia: „Atunci am priceput, de fapt, ceea ce, inainte, doar intuisem; ca 
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grecii au fost atat de subtili incat au putut parea clari tocmai cand erau mai sccrc(i.” (Paler, 
2006: 138) 

in ultima zi viziteaza Acropolele, respectand un „pact” al vizitatorului care ajunge aici 
si care se transforms in pelerin, este vorba de pactul „reactiilor dinainte stabilite”: „Apropiindu- 
se de Propilee, sunt pregatifi sa admire ceea ce vor vedea. Mai mult: sunt convin§i ca e normal 
sa fie entuziasmati cand vor zari Parthenonul. Entuziasmul lor e, cumva, dinainte stabilit. 
Teama de a ramane indiferent in fata unui templu considerat de toata lumea o capodopera 
impune o «(inuta obligatorie» a rcacpilor.” (Paler, 2006: 139) 

Ajun§i la capatul „Odiseei”, concluzia este una seaca: „la capatul ei, nu mai §tiu daca 
aceasta croaziera a fost sau nu un e§ec. 

Oricum, de aici incolo voi ramane pe (arm. Acolo e locul meu. Am gre§it crezand ca, 
de vreme ce sunt nascut in zodia «racului», sunt un animal «de apa». (Paler, 2006: 140) 

In urma acestei calatorii spre „oracolul” prevestitor al viitorului, Paler face, de fapt, un 
drum spre sine, spre propriul eu interior, rcusind sa-si clarifice o serie de nelinisti. Dupa cum 
afirma si Nicolae Oprea, „opera lui Paler este un jurnal perpetuu, in oglinda caruia se oglinde§te 
personalitatea scriitorului, nu spre a se admira narcisistic, ci spre a se cunoastc pe sine in 
profunzime.” (Oprea, 2001: 119) 
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ASPECTS OF DEPRESSION IN EMINESCU’S TEXTS 


Dan Patrascu 

PhD, ’’Mihai Eminescu” National College, Buzau 


Abstract: The article proposes the analysis of Mihai Eminescu’s texts, which can direct us to a 
hypostasis of depression, thus contributing to the reflection, in his works, of what has been widely 
knowm as the poet’s melancholy. The postmodern medicine has defined it as depression. The specialists ’ 
approaches have emphasized, in this way, the biographical analysis, forgetting and ignoring Mihai 
Eminescu’s works, the easiest and the most reliable source of analysis. Thereby, we think that there are 
a few aspects of his works (especially the poetical works), which, cumulated, offer a picture of how 
Mihai Eminescu’s neural structure used to operate. It did it through a discharge into a powerful textual 
flow, compensating by waiting a vague state, at the limit of his acute sadness, disappointment, nostalgia 
and his struggle for regaining inner balance. 

Keywords: depression, melancholy, sadness, solitude, life 


Analiza unor texte eminesciene precum §i a unor detalii biografice poate alcatui o 
ipostaziere a starii depresive eminesciene, contribuind astfel la reflectarea in opera a ceea ce 
indeobste este numit ca melancolia poetului, stare pe care medicina (post)moderna o dcfincstc 
ca depresie. Abordarile specialistilor au plecat mai ales de la premisa biografica, uitand sau 
ignorand de cele mai multe ori opera eminesciana, cea mai la indemana si mai veridica sursa 
de analiza. Sunt o serie de elemente, care cumulate ofera o imagine a funcponarii structurii 
neuronale eminesciene, printr-o descarcare intr-un flux textual a real itafi i, compensare a 
deziluziilor si neimplinirilor, deformare con§tienta a contururilor lumii pana la indistinctul unei 
stari la limita dintre tristctc, nostalgie §i cautarea disperata a recapatarii echilibrului interior. 

Elemente ale episoadelor depresive transpar in opera poetica eminesciana, imaginarul 
poetic conpnand posibile reflectari ale acestora, mai pregnante in ultima parte a crcapei. 
Rcflccpilc filosofice referitoare la destin, viat,a, fericire, nefericire, precum si la copilaria 
luminoasa, iubirea iremediabil pierduta, constientizarea imposibilitatii recuperarii echilibrului 
interior traverseaza textele eminesciene, fie ca este vorba despre texte poetice, fragmente 
epistolare sau insemnari din caiete. Aceste texte pot oferi o imagine asupra starii interioare a 
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poetului sau contura macar o harta a predispozifiilor suflete§ti care-1 imping pe Eminescu in 
zona delicata a starii depresive, stare care si-a gasit pe parcursul timpului cxplicapi dintre cele 
mai diverse din partea biografilor. 

Dintr-o scrisoare catre Veronica Micle se contureaza o anumita stare pe care poetul o 
numeric decepfiune, care are toate trasaturile depresiei: „[Februar 1882] in opt ani de cand m- 
am intors in Romania, deceptiunc a urmat la deccptiunc, si sunt atat de batran, atat de obosit, 
§i degeaba pun mana pe condei sa-ncerc a scrie ceva - simt ca nu mai pot, simt ca am secat 
moral iccstc si ca mi-ar trebui un lung, lung repaos ca sa-mi vin in fire. §i cu toate acestea, ca 
lucratorii cei de rand din fabrici, un asemenea repaos nu-1 pot avea nicairi §i la nimeni. Crede- 
ma, mica si unica mea Vcronicufii, sunt strivit. Nu ma regasesc §i nu ma mai recunosc. Poate 
da Dzeu sa vie alte vremi, ne poate darui soarta limanul in care sa petrecem amandoi, dupa o 
tincrctc zadarnica, intr-o modesta §i fericita pace? Eu nu fiiu.” 1 Linistca - „lungul repaos”, 
atat de dorit si pe care nu-1 poate avea, invocat si in textele poetice ale acestei perioade, 
converge catre invocarea morfii ca unica posibilitate. Interesanta in acest sens este si 
comparatia cu „lucratorii cei de rand din fabrici” si completarea care sta sub semnul unei 
imposibile alinari a sentimentului de parasire §i alienare sufleteasca: „un asemenea repaos nu- 
1 pot avea nicairi §i la nimeni”. O astfel de marturisire arata atat dezamagire (inclusiv in iubire), 
scrisorile incercand sa compenseze absen|a Veronicai, tonul general al corcspondcntci 
confnand mai degraba o con§tientizare a indepartarii, o efuziune sentimentala ce pare 
intrctinuta uneori artificial, ca o (auto)terapeutica pentru depasirca unor astfel de stari. Starile 
interioare din expresiile „sunt strivit”, alaturi de „nu ma regasesc” §i „nu ma recunosc”, pot fi 
inscrise in sfera semantica a depresiei eminesciene. Proiectarea intr-un viitor linistit, care sta 
sub semnul unui liman al destinului, „intr-o modesta §i fericita pace” ar fi o recompense a unei 
„tincrcp zadarnice”, imagine ideala a recuperarii impreuna a fericirii care sta doar sub semnul 
promisiunii. Episoadele de exaltare epistolara altemeaza cu episoade in care se considera 
vinovat pentru starea sufleteasca a iubitei: „[April 1882] Este ca un om greoi, nepractic, lipsit 
de toate a indraznit a iubi o floare dragala§a ca tine, facuta pentru a trai in lumina si in veselie. 
Tristelea caracterului meu se reflecta §i asupra ta §i fara sa voi, nenorocesc eu singur pe unica 
Uinta care-o iubesc din toata inima si cu toata slintenia. Fii cuminte, Mop, §i nu te supara - in 
curand, in curand punem capat durerilor noastre” 2 . O scrisoare nedatata confine toate motivele 


1 Dulcea mea Doamna/Eminul meu iubit. Corespondent inedita Mihai Eminescu-Veronica Micle, Polirom, Iafi, 

2000, p. 122. 

2 Idem, p. 146. 
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specifice depresiei: tristejea acuta, sentimentul inutilitapi, sentimentul unei imbatraniri a 
sufletului, ncputinta de a mai crede ca poate iubi §i poate fi iubit: ..] crede-ma odata in viaja 
cand ip spun marele adevar, ca cel ce nu e in stare a se iubi pe sine, nu e-n stare a iubi pe 
nimenea. Va fi poate ca orice organism o jertfa a instinctelor sale fiziologice impreunate c-o 
idee fixa. Dar cand un asemenea om ca mine va cerceta cenu§a din inima lui, va vedea ca nu 
exista inca nici o scantee, ca totul e uscat §i mort, ca n-are la ce trai, ca taraie in zadar o cxistcrpa 
care nu-i place nici lui, nici altora. Nu cred nimic, nu sper nimic §i mi-e moralice§te frig ca 
unui batran de 80 de ani. Dta traicsti §i eu sunt ucis - ce raport poate fi intre noi?” 3 De§i 
nedatata, scrisoarea este foarte probabil sa fie scrisa in 1878, anul in care apare in „Convorbiri 
literare” poezia Departe sunt de tine 4 ... care confine, transfigurate poetic, acclcasi imagini ale 
suferintei sufletesti articulate in jural motivului varstei de optzeci de ani, al batrancpi si 
singuratatii: Departe sunt de tine §i singur langa foe,/ Petrec in minte viata-mi lipsita de noroc./ 
Optzeci de ani imi pare in lume c-am trait,/ Ca sunt batran ca iarna, ca tu vei fi murit. // [...] 
O! glasul amintirii ramaie purari mut,/ Sa uit pe veci norocul ce-o clipa l-am avut,/ Sa uit cum 
dup-o clipa din bra(clc-mi te-ai smult.../ Voi fi batran §i singur, vei fi murit de mult!//” 5 O 
imagine a felului in care starea de singuratate se transforma in melancolie (expresie a 
depresiei), apoi in poezie, poate fi observata §i in Singuratate , poezie din calupul de patru poezii 
date spre publicare Convorbirilor: „Ah! de cate ori voit-am/ Ca sa spanzur lira-n cui/ §i un 
capat poeziei/ §i pustiului sa pui;/ Dar atuncea greieri, §oareci,/ Cu usor-maruntul mers,/ 
Readuc melancolia-mi,/ Iara ea se face vers//” 6 . „Privazul negra al victii” se preschimba in 
lumina deplina a iubirii, imagine care exprima mai degraba vecinatatea starii de astcptarc a 
iubirii, un spajiu al dorinl,ci de iubire, modalitate de evadare din sfera tristejii: „Este Ea. De§arta 
casa/ Dintr-odata-mi pare plina,/ In privazul negru-al vicpi-mi/ E-o icoana de lumina”. intr-o 
varianta a poeziei, Eminescu folose§te o sintagma care poate fi considerate expresiva din 
punctul de vedere al gradarii starii depresive. Astfel, „intristarea linistita” ar putea sa insemne 
tocmai o prima stare de acceptare a tristejii, care inlesne§te creajia: „Pe-un volum mancat de 
molii,/ Prin unghere parasite/ Voi vcniti si sunteji solii/ intristarii lini§tite” 7 . 

3 Dulcea mea Doamna/Eminul meu iubit. Corespondent inedita Mihai Eminescu-Veronica Micle, Polirom, Ia§i, 
2000, pp. 205-206. 

4 Perpessicius noteaza in legatura cu acest text poetic: „A patra din coala de versuri ce trimite Convorbirilor, la 
inceputul lui februarie 1878 - Departe sunt de tine... concentreaza ca-ntr-o radacina adanc infipta in trecut toate 
melancoliile dureroasei dcspartiri de iubita de la Ia§i”. In aceeat notatie, criticul avanseaza anul 1876 ca data a 
scrierii variantelor poeziei. (Eminescu, Mihai, Opere alese I, p. 310.) 

5 Eminescu, Mihai, Opere alese /, Edifie ingrijita de Perpessicius, Editura Minerva, Bucure^ti, 1973, p. 112. 

6 Eminescu, Mihai, op. cit., p. 111. 

7 Eminescu, Mihai, op. cit., p. 310. 
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Anul 1882 poate fi considerat ca o acutizare a semnelor depresiei, in acest sens primele 
doua strofe din §i oare tot n-afi inteles..., datata in aceasta perioada 8 , contin cateva elemente 
depresive certe: „§i oare tot n-afi inteles/ Cum nu mi-i lumea draga/ Cand cu nimic nu m-am 
ales/ Din vial,a mea intreaga.// Cand al meu suflet mistuit/ De chin si de parere/ A fost un trist, 
necontenit/ Prilej pentru durere//” 9 . A doua strofa este modificata in varianta la §i oare tot n- 
afi inteles..., astfel: „Cand al meu cuget mistuit/ De-o stranie parere/ A fost un lung, necontenit/ 
Prilej pentru durere//” 10 . Interesanta este aici altcrnanta suflet-cuget, sufletul este mistuit de 
chin si de parere, in relate cu durerea sufleteasca acuta, in timp ce cugetul este pus in relafic 
cu „strania parere”, expresie a unei virtualitafi a iubirii. De altfel, imaginea consticntizarii unei 
iubiri care este condamnata sa ramana doar sub spectrul visului este §i urmatoarea strofa a 
variantei: „§i a pastrat in fundul sau/ Ca in ccnusa rece/ Taina parerilor de rau/ Dupa un vis ce 
trece//”. Iubirea se afla sub semnul trecerii, in spatiul generos al fanarii si morfii: „Cate amoruri 
se jurau/ Sa fie pe tofi vecii,/ Pe cand de flori se scuturau/ Alaturi liliecii//”. Inflexiunile 
versurilor prelucrate in Luceafarul sunt in aceasta varianta mai transparente in ceea ce prive§te 
suferinfa provocata de dragoste: „Dar cine e vefi intreba/ Nebuna si infama:/ Nici voi sa §tiu 
cararea sa/ Si nici chiar cum o cheama.// Ea sufletul mi-au mistuit/ C-o stranie parere/ Din viafa 
mea, necontenit/ Prilej pentru durere//”. Petru Crefia observa in legatura cu aceste ultime doua 
strofe urmatoarele: „in ce prive§te ultimele doua strofe, in ele rabufncstc pe neasteptate, si cu 
totul netransfigurat de poezie, resentimentul, dand glas unei aspre mustrari ( Nebuna §i infama) 
§i, ca atare, sunt disonante, cu totul straine de rest, semanand cu partea a doua, nedata spre 
publicare, din Cand amintirile §i cu Pe langa plopii fara sof n . Fapt este ca depresia devine o 
sursa a operei poetice, transfigurarea acestei stari in poezie reflectandu-se si in textele din 
ultima parte a creafiei, scrise intr-un registru grav, starea depresiva hind descarcata intr-un 
imaginar poetic inrudit cu metafizica §i reflecfia filozofica. Transland aceasta imagine a 
suferinfei provocate de iubire din registrul poetic in cel epistolar, se poate cita un fragment 
dintr-o scrisoare datata iunie 1882 pe care Veronica Micle noteaza laconic cu creionul a plans 
scriind-o : „§i acea amaraciune, care-mi turbura pururi amintirea ta, e acea gelozie nebuna, care 
ma face distras, care ma amaraste §i cand e§ti de fafa, si cand nu e§ti. Veronicufa mea, daca 

8 In cditia Eminescu. Opere, vol. I. Poezii , Academia Romana, Univers Enciclopedic, Bucuresti, 1999, pp 952- 
953 se specifica: „ Versurile aparfin epocii bucure^tene 1880-1882. Perpessicius aprecia ca cele patru poeme 
[Daca iubepi fara sa speri, §i oare tot n-afi inteles, Sa fie sara-n asfin(it, Un farmec trist fi neinfeles] fac parte 
din constelapa Luceafarului, colaterale §i subsecqente marelui poem” 

9 Eminescu, Mihai, Opere alese II, I'ditic ingrijita de Perpessicius, Editura Minerva, Bucuresti, 1973, p. 475. 

10 Op. cit., p. 476. 

11 Eminescu editat §i comentat de Petru Crefia, Editura Humanitas, 1994,p. 80. 
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acest sentiment care tampeste mintea si stinge-n om orice curaj de viafa, n-ar invenina pururi 
zilele §i nopfilc mele, daca n-ar li ingredicnta fatala a oricarei gandiri la tine, as fi poate in 
scrisorile mele mai expresiv si mai vorbarcf. Tu trebuie sa stii, Veronica, ca pe cat te iubesc, 
tot asa - uneori - te urasc; te urasc fara cauza, fara cuvant, numai pentru ca-mi inchipuiesc ca 
razi cu altul, pentru care rasul tau nu are prctul ce i-1 dau eu §i nebunesc la ideea ca te-ar putea 
atinge altul, cand trupul tau e al meu exclusiv §i fara imparta§ire. Te urasc uneori pentru ca te 
§tiu stapana pe toate farmecele cu care m-ai nebunit, te urasc presupuind ca ai putea darui din 
ceea ce e averea mea, singura mea avere” 12 . Modul in care sentimentul geloziei este descris, 
contureaza plastic sufcrinta putemica, disperarea de a constata ca iubita li cere sa-i vorbeasca 
de amor in scrisori, intclcgand propensiunea acesteia pentru chestiuni abstracte, poetice. Cu 
atat mai lamuritoare sunt cuvintele celui care iubcstc in realitate, nu ale poetului, ci ale omului 
Eminescu: „Tu imi faci imputarea ca nu-fi vorbesc deloc de amor - dar tu nu §tii ca amorul 
meu e un pahar in adevar dulce, dar in fimdul lui e plin de amaraciune. §i acea amaraciune, 
care-mi turbura pururea amintirea ta, e acea gelozie nebuna, care ma face distras, care ma 
amarastc §i cand csti de fa|a, si cand nu csti”. 

Lipsa de poezie remarcata de Petru Crefia poate fi un indiciu biografic prefios asupra 
semnelor unei depresii provocate de dezamagirea in dragoste cu toate implicafiile pe care acest 
sentiment le are totu§i asupra textelor poetice viitoare. Incifrarea poetica, mai complicate, din 
Oda (in metru antic) bunaoara, confine acela§i sentiment al iubirii tulburatoare, al durerii 
asociate iubirii si al proiectarii intr-un viitor luminos al regasirii de sine, rezolvat prin 
acceptarea mortii. Citit in cheia depresiei eminesciene, primul vers al Odei „Nu credeam sa- 
nvaf a muri vrodata” reflecta starea de plasare in zona morfii, stare de invocare a linistii, un 
teritoriu care se prclungcstc la limita unei luciditafi atroce. De aceea, nepasarea trista invocata 
in final poate insemna revenirea la starea comuna a indiferenfei, intr-un registru comun al 
vicfuirii: „Vino iar in san, nepasare trista/ Ca sa pot muri lini§tit, pe mine/ Mie reda-ma//” 13 . 

Ideea sufletului bolnav, a unei tristefi care transcende generafiile, dar si o durere 
interioara rcsimtita acut poate li observata in versurile: „Ce suflet trist mi-au daruit / Parinfii 
din parinfi,/ De-au incaput numai in el/ Atatea sufcrinti?// Ce suflet trist si far’ de rost/Si din ce 
lut inert,/ Ca dup-atatea amagiri/ Mai spera in desert? // Cum nu se simte blestemat/ De-a duce- 


12 Dulcea mea Doamna/Eminul men inbit. Corespondenfa inedita Mihai Eminescu-Veronica Micle, Polirom, Ia§i, 
2000, pp. 157-158. 

13 Eminescu, Mihai, Opere alese I, Edipe ingrijita de Perpessicius, Editura Minerva, Bucure^ti, 1973, p. 194. 
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n veci nevoi?/ O, valuri ale sfintei mari,/ Luap-ma cu voi!//” 14 Moartea ca izbavire a durerii 
interioare apare si in aceasta invocapc a marii, simbol al pierderii in abis. 

O schija dintr-un poem datat 1873 ( Imbatranit e sufletul din mine 15 ) arata prcdispozipa 
la depresie a poetului, oferind in ace Iasi timp si prcpoasc indicii biografice despre starea 
interioara din perioada berlineza despre care nu exista prea multe in form alii: „Imbatranit e 
sufletul din mine/ Ca un bordei pustiu in iarna grea./ Unde te-ai dus, pe cari cai straine/ O 
tincrcta, tinere(ea mea! [...] Ah! toata lumea este fermecata/ De umbra unui dor ... §i numai 
eu/ Ma furi§ez o umbra §i nu pot/ Sa scap de ea.. .de mine.. .§i de tot!//”. Furi§area ca o umbra 
printr-un ora§ strain, traind anonim, cu un sentiment al insingurarii §i indepartarii, se reflecta 
in imaginea sufletului imbatranit, invocand o tincrcl.c pe care o simte deja pierduta (poetul are 
totu§i doar 23 de ani). Dar imaginea aceasta este legata mai ales de ideea unei viefi moarte , 
imagine a netraitului, intuipc a unei potcnpalitap pe care sensibilul suflet eminescian o 
identified in neputinta manifestarii sentimentului de durere sufleteasca: „Oricine-a plans §i 
spune ca ferice/ In lume nu-i, acela e-un nebun./ Ce §tie el ce sunt dureri cand zice/ Ca-ntr-al 
lui suflet armonii rasun -/ Caci armonie-i orice plans aice,/ E-o impacare plansul...e un bun./ 
Cel ce nu poate plange, acela §tie / Ce-i via^a moarta, ce e moartea vie?//” 

Perioada berlineza (1872-1874) poate fi considerate ca inceputul manifestarilor latente 
ale unor stari ce prefateaza depresia cronicizata de mai tarziu. Aceasta perioada cenusic din 
via(a poetului este cu atat mai putemic rcsimtita interior cu cat vine dupa perioada vieneza, 
perioada fasta §i luminoasa pentru Eminescu 16 . Compara(ia intre atmosfera calda a Vienei §i 
atmosfera sobra berlineza a lasat in mod sigur urme adanci in sufletul lui Eminescu. Vorbind 
despre aceasta perioada Ilina Gregori se intreaba: „A facut Eminescu o gre§eala venind la 
Berlin? Ar fi fost mai bine pentru el sa se intoarca dupa primul semestru deja in tara? Ce il 
rejinea in acest scump ora§ al Sfantului Imperiu de nafiune germana, cum il denumea ironic? 
in Berlin, ora§ nou pentru el, Eminescu a fost, altfel decat la Viena, destul de singur, lipsit de 
anturaj ca cel al numerosilor studenti conationali, care ii animasera sejurul anterior, in capitala 
austro-ungara. Izolarea ii agrava desigur iritarea sau deprimarea legata de instabilitatea 
sanata(ii sale. Inca de la Viena Eminescu se plangea in scrisori de indispozipi si suferinte care- 
i rasturnau programul de lucru. in primavara lui 1874, tocmai in lunile in care i se decidea 


14 Eminescu, Mihai, Opere alese II, Edifie ingrijita de Perpessicius, Editura Minerva, Bucure^ti, 1973, p. 423. 

15 Idem, p. 524. 

16 G. Calinescu realizeaza in magistrala biografie dedicata lui Eminescu o ampla descriere a mediului universitar 
vienez care 1-a influentat §i format spiritual in mod decisiv pe poet. 
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viitorul il tine pe loc o paralizie a mainii drepte. Credea el a recunoastc in perturbatiile care nu 
incetau a-1 chinui, dovezile unei nefericite predispozilii ereditare a Eminovicilor?” 17 Insa 
evenimentul esenlial de care se leaga starea psihica a poetului ll constituie moartea fratelui 
§erban. Esccul doctoratului este explicat de Ilina Gregori din aceasta perspective „Medic 
foarte capabil, cu o anumita notorietate in Berlin, dar fire inchisa, slaba - cum se plangea 
Eminescu - , dezechilibrat in fond si bolnav, de fapt condamnat, §erban este, dupa parerea 
mea, unul dintre protagoniftii secvenlei berlineze, cel putin ai finalului ei. §i totufi, nici unul 
dintre biografii de pana acum nu s-a intrebat ce rol a jucat el in incurcaturile pe care fratele mai 
tanar nu le putea marturisi, nimeni nu a spus clar ca ingrijirea lui §erban la Berlin, 
inmonnantarea lui acolo fi acoperirea datoriilor lui au insemnat pentru familie nu numai 
cheltuieli imense, ci si daune morale si un uz de credit dupa care Eminescu insufi nu mai putea 
astepta nimic de la sponsorii sai” 18 . Pe langa acest eveniment dramatic, suferinla poate sa fie 
cauzata si de iubirea pentru Veronica Micle pe care o cunoscuse in 1872 la Viena si asupra 
careia se proiecteaza idealul in iubire. De altfel, o cauza a abandonarii inexplicabile a studiilor 
doctorale ar putea fi fi dorinta de a fi mai aproape de cea pe care o adora pe tot parcursul 
perioadei berlineze. Pe de alta parte, aceasta perioada poate fi considerate insa ca una fasta 
pentru proiectarea viitoare a operei (continua Avatarii faraonului Tla, scrie primele variante 
ale Scrisorilor si Glossei ) sau scrie cateva texte ramase postume ( Daca treci raul Selenei, 
Privesc ora.yul furnicar). 

Pe de alta parte, revenirea in (ara si faptul ca nu-si sus|ine doctoratul este prezentata de 
George Munteanu astfel: „Maiorescu incepu o metodica presiune epistolara asupra poetului, 
zorindu-1 sa-si dea doctoratul pentru a-1 putea numi profesor de filozofie la Universitatea din 
Ia§i. Eminescu rezista cat rezista, stiind numai el ca la doctorat nu se putea prezenta fara 
diploma de studii liceale [...]. Prin mai [1874], cand situalia deveni critica, accepta de la 
Maiorescu, in fine ministru, un ajutor special pentru a zori pregatirile si a-si da doctoratul - 
zicea poetul - la Iena. Asta urma sa se intample in august. Dar cand sosi scaden[a, Eminescu 
pleca la Konigsberg pentru cercetari de arhiva cu privire la istoria romanilor (de asta data cu 
un nou ajutor banesc de la Crctulcscu), iar de acolo, dupa ce vazu ca nu are acces la documente, 
se indrepta, prin Polonia pe la Cracovia si Lemberg, cu opriri prin preajma arhivelor fi 
monumentelor istorice de aici. Cand baga de seama ca i s-au terminat banii, ifi relua cu 


17 Gregori, Ilina, §tim noi cine a fast Eminescu? Fapte, enigme, ipoteze , Editura Art, 2009, p. 31. 

18 Gregori, Ilina, Op. cit., p. 33. 
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precipitare calatoria si nu se opri decat la Ia§i” 19 . Iinaginea acestei intoarceri ncastcptatc in (ara 
suscita atenfia biografilor care nu reu§esc sa intcleaga de ce renurfia Eminescu la perspectiva 
unei cariere universitare si nu-si sustinc doctoratul. O explicate pe care acclasi critic o da, ar 
fi aceea ca „la doctorat nu se putea prezenta fara diploma de studii liceale, a§a cum nu putuse 
- §i nici nu incercase, fi rcstc, sa-§i dea vreun examen”. Este un argument, dar e posibil ca nu 
situafia §colara sa fie principalul impediment, ci starea psihica interioara marcata de 
evenimentele familiale (sinuciderea lui Iorgu, moartea lui §erban), starea sanatatii si nu in 
ultimul rand situapa financiara precara, care nu-i pennit sa-si incheie studiile doctorale. La 
aceasta se adauga §i dorirfia de a fi cat mai aproape de Veronica, pe care o considera singura in 
masura sa-i ofere fericirea visata §i o vial,a linistita. Momentul intoarcerii in tara coincide cu o 
estompare pentru un timp a starii depresive, Eminescu fiind implicat (ca in tot ceea ce facea) 
in funcpa de director al Bibliotecii Centrale Universitare din Ia§i, apoi ca revizor scolar. Treptat 
insa, starile depresive existente latent reapar, fiind in special legate de atitudinea Veronicai, dar 
§i de presiunea perioadei bucurestene. Dorinta de lini§te, invocata de atatea ori in scrisori, pare 
un ideal niciodata implinit. Dimpotriva, activitatea epuizanta din redactia Timpului ii agraveaza 
depresia. Acutizarea starilor depresive culmineaza cu criza din 28 iunie 1883, pusa de 
specialists medicali ai vremii sub semnul manifestarilor unei grave maladii psihice. Vorbind 
despre controversa referitoare la ultimele modificari ale Luceafarului asupra carora plutestc 
suspiciunea ca i-ar apartinc lui Maiorescu, Petru Cre(ia afirma, creionand un portret al poetului 
din perioada care precede imbolnavirea: „Nimeni n-ar putea sa susfina ca prin mai 1883, 
Eminescu n-ar fi fost in stare sa opereze modificarea pe care a operat-o: sa anuleze cateva strofe 
care i-au aparut pana la urma excedentare §i sa reajusteze sfar§itul, de tranzitic, al ultimei strofe. 
E drept ca incepuse sa aiba destule clipe rele, de grea oboseala, de depresiune, sau, invers, de 
febrilitate §i de exaltare. Totu§i toate marturiile concorda in a-1 in(a(isa pe Eminescu din acea 
vreme, ultima a stralucirii lui, avand intelectul indemn si un bun tonus vital” 20 . Referitor la 
imaginea lui Eminescu in constiint,a epocii dupa 1883, Iulian Costache remarca: „Astfel, despre 
anul 1883, dat fiind accidentul biografic pe care il confine, s-ar putea spune ca marcheaza 
initicrca unui proces: cel al dcspartirii de Eminescu. De§i biologic nu disparuse, creatorul ca 
atare va fi pus intre paranteze. Iar pe masura ce autorul insu§i disparea intr-o evanescen|a 
thanatica, avea sa devina tot mai pregnant §i prezent, pana la a-i inlocui persoana, un substitut 


19 Munteanu, George, Istoria literaturii romdne. Epoca marilor clasici, Editura Didactica fi Pedagogica, 
Bucurefii, 1980, p. 184. 

20 Eminescu editat §i comentat de Petru Crefia, Editura Humanitas, 1994, p. 125. 
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identitar al acestuia: imaginea autorului” 21 . intr-adevar, cmopa publicului este atat de mare 
incat treptat ll scoate pe omul Eminescu din planul existenjei, integrandu-1 intr-un mit, care nu 
poate decat sa-i dauneze. Atitudinea excesiv protectoare a contemporanilor are in mod sigur 
efecte grave asupra starii interioare a poetului, care se vede supus indirect unui oprobriu ascuns 
in spatele celor mai bune inten^ii. 

Daca am face un cxcrcipu de imaginable cu deta§area secolului XXI, la sfar§itul acestui 
scurt excurs despre ipostazele §i cauzele depresiei eminesciene, l-am vedea pe tanarul Mihai 
Eminescu tratat corect din punct de vedere medical dupa episodul 1883, beneficiind de calmul 
si lini§tea atat de dorite §i atat de des invocate in textele sale. Terapeutica depresiei pe care 
poetul insusi o intuia ar fi insemnat cu siguranta prelungirea celei mai faste perioade a crcapei 
sale. Din pacate, inl,elegcrca ingusta, uneori rauvoitoare a contemporanilor faja de manifestarile 
complexe ale depresiei in cazul lui Mihai Eminescu a dus la irosirea a §ase ani de vial,a §i la 
disparitia prematura a poetului. 
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Abstract: Daca intr-o proportie coplesitoare, in opera sa (fie ea jurnal, roman autobiografic ori 
povestiri), elemental real nu apare nud, apare imbracat, intregit, infasurat in valid transparent al 
fictiunii, cu lucrarea „De la Abulius la Zotta”, deja patrundem pe an teren unde autorul insusi isi da 
undo, verde libertatilor sale de a prezenta adevarul pur. Pe coperta volumului sau aflam dorinta 
autorului, ca opera sa fie publicata dupa decesul sau. Lucrarea cuprinde 281 de portrete prezentate in 
ordine alfabetica. Anul proiectarii cartii este 1977, dupa aceasta data adaugandu-se mereu noi 
„personaje ”. 

Cuvinte cheie: caracterizare, adevar, defecte, prieteni si literatura. 


If in an overwhelming proportion, in his work (be it the diary, autobiographical novel or 
stories), the actual item does not appear nude, appears dressed, complete, wrapped in a 
transparent veil of fiction, with work ” From Abulius to Zotta ”, already reach on land where 
the author himself shall give him the green light to its freedoms to present the purely truth. On 
the cover of his volume we find the author's desire, that the opera needs to be published after 
his death. The work includes 281 portraits shown in alphabetical order. The design year book 
is 1977, after this date adding always new "characters". 

Key words: characterization, truth, defects, friends, and literature. 


Daca intr-o proportie coplesitoare in opera sa (fie ea jurnal, roman autobiografic ori 
povestiri), elementul real nu apare nud, ci imbracat, intregit, infasurat in valul transparent al 
fiefiunii (folosind in acest scop o diversitate intreaga de tertipuri proprii scriitorului, suficient 
dotat, atat nativ cat si prin form alia sa intelectuala timpurie) cu lucrarea „De la Abulius la 
Zotta ”... deja patrundem pe un teren unde autorul insusi i§i da unda verde libertatilor sale de a 
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prezenta adevarul in nuditatea lui, odata cu dorin|a expresa ca opera aceasta sa-i fie publicata 
postum §i nu altfel. 

Acest volum exprima o libertate la care se apare ca Olareanu visase dintotdeauna, dar 
care ramasese in stadiu de dorin(a ascunsa, aflata in afiind, vie, dar in stare latenta, din pricina 
parcursului sau sinuos si a circumstantclor de tot felul. Volumul cuprinde 281 de portrete 
prezentate in ordine alfabetica, unele dintre ele numarand si cate doua sau trei figuri, acolo 
unde numele lor coincid, cum ar fi: „Adina I, II”, „Bucur I, II, III”, etc. Anul proiectarii carpi 
este 1977, dupa aceasta data adaugandu-se, mereu, noi „figurine”. Manuscrisul De la Abulius 
la Zotta... a aparut, sub ingrijirea bibliotecarului husean Constantin Donose, la circa trei luni 
de la moartea lui Costache Olareanu, in anul 2000, la Editura Timpul din Iasi, cu o postfata 
semnata de Theodor Codreanu si confine „sclipitoare portrete neconventionale ale unor 
scriitori, oamenipolitici etc. ” 7 

Putem considera aceasta opera ca o replica la Dictionarul Onomastic, al lui Mircea 
Horia Simionescu, volum inedit, inclasabil generic, format din „definitii fanteziste si fi.se 
caracterologice hazlii, dar si din schite sipovestiri de o mare diversitate tipologica pentru care 
numele nu reprezinta decat un operator de inserare ”. 1 2 3 

Dictionarul Onomastic reflecta o „reconsiderare ironica si parodied a nivelului 
onomastic al fictiunii, reprezentat de universal numelor"? Intre copertile volumului De la 
Abulius la Zotta. Portrete contemporane, parca se adaposteste o area biblica a lui Noe, unde 
sunt salvate numele personajelor „rupte din viata”, destinate nemuririi, memoriei literare, o 
colectie de caractere si fapturi, un muzeu uman al amintirilor, debutand cu Abulius (nume 
nemaiintalnit pana atunci) si continuand intr-o ordine alfabetica. Pentru final este pastrat Zotta 
(nume prezent in mai toate povestirile sale despre copilarie), un personaj simpatic, colectia 
terminandu-se intr-o nota vesela, familiara. 

in alt plan de idei, descoperim §i un fel de „cronica” a carpi, avand ca martor §i confesor 
pe unul dintre prietenii portretizap, caruia scriitorul ii spune, simplu, Galopen(a, personaj, 
foarte probabil, real dar care, la fel de bine ar putea fi unul imaginat, fiepune us or catalogabila 
drept postmodernista. Acest personaj, care cunoa§te mersul generarii portretelor, devenind 


1 Theodor Codreanu. Costache Olareanu si Psihopedagogia lecturii. In Dacia Literard, Nr. 6, 2010, p. 72 

2 Gabriela Gheorghisor. Mircea Horia Simionescu. Dezvrajirea si fetisizarea literaturii. Editura: Muzeul 
Literaturii Romane, Bucuresti, 2011, p. 69 

3 Iulian Boldea. Mircea Horia Simionescu- Dimensiuni ale prozei. In Romania literard, Bucuresti, Nr. 28 / iulie 


2011 
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dublura critica, din oglinda, a scriitorului, completeaza ceea ce aceasta n-a reu§it sa „explice” 
suficient in „Avertisment”. 

La rcprosurilc lui Galopenta referitoare la portrete „cam inegale” §i cam prea „blande” 
autorul vine cu cxplicatii: „nu e vina lui ca uneleportrete sunt mai extinse, altele de un rand- 
doua, caci nu importanfa persoanei conteaza ci pata de culoare, inconfundabild, pe care o 
lasa in urma §i pe care portretistul o deslu§e§te ” 4 5 . §i aici Olareanu, prin portretul creat, se 
difcrentiaza in mod vizibil de con (rati i lui intru specie, in portretele sale dominand ironia 
subtila din care nu lipse§te nici observa^ia psihologica §i nici cea morala, indicandu-ne la un 
moment dat chiar retcta de concepere. Se concentreaza asupra persoanei respective, 
rememorand toate faptele si intamplarile legate de ea. Reface apoi trasaturile fe^ei, gesturile 
ramase in memorie, captivandu-1, se contureaza astfel chipul, portretul cel mai adesea, fiind 
perfectat prin nota ironica din final. 

Referitor la ,,blandctca” lor, conchide: ,,Blande (...) neblande, portretele sunt rezultatul 
acelui moment de concentrare despre care am vorbit. De la unul ramane un gest, de la altul 
mersul sau capul, rareori un trup intreg. Eu notez ce ramane. Cat privepe obiectivitatea, te 
contrazic. Cred ca mi-am aratat indeajuns col(ir) 

Chiar daca nu sunt ale unui pamfletar declarat, portretele nu sunt mai putin acide decat 
cele ale lui Tudor Arghezi, acesta fiind §i unul dintre motivele pentru care scriitorul nu a dorit 
sa-si publice opera in timpul vict,ii, mulp dintre cei „incondciat,i” fiind inca in viat,a. Autorul nu 
se cnfia nici pe sine, recurgand la acela§i artificiu postmodernist, intermediat de vocea umbrei 
lui, Galopenta. Dupa cel de-al 213-lea portret, Galopenta, observa ca dintre personaje lipse§te 
tocmai Costache Olareanu. Acum reies clar indiciile interpretarii lui Galopenta ca imaginea din 
oglinda a scriitorului, descifrandu-i Jenea metafizica, iubirea de somn, mi§carile cu 
incetinitorul de viefi sufletepti dar nu lipsite de profunzime, incapacitatea de reac(ie rapida, 
dar uneori prompt in hotarari, mizandpe solutii de ultima clipa si aflat in permanent conflict 
intre ceea ce este si ceea ce ar dori sa fie, intre norma §i devierile de la norma, intre vis §i 
realitate”, etc. 6 Asemenea lui Costache Olareanu si scriitorul Mircea Horia Simionescu 
utilizeaza si iubeste rasfatul textual: „Ma ascund sub numele Stravoiu? Ma cheama Panait? 
Rdspund la numele Ieronim? As dori ca eu insumi sa stiu. Prezent intotdeauna acolo unde 


4 Costache Olareanu .De laAbulius la Zotta. Portrete contemporane. Editura Timpul, Iasi, 2000, p. 196 

5 Ibidem, p. 82 

6 Ibidem, p. 197 
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pagina arata, nu stiu nimic altceva decat ca sunt de fata si mor de curiozitate sa stiu, impreuna 
cu cititorul, ce statut am si ce imi rezerva destinul (aid destinul marginindu-se a fi doar 
actiune) ”. 7 Personajul Laerte intruchipeaza un scriitor al deceniului al cincilea, romancier tanar 
pe ale carui pagini se intarzie ore in sir, citind. Un singur lucru nu izbutea sa invete: „de a 
cuprinde totul si a nu ramane la sertare si compartimente: ca o carte se scrie, nu se 
confectioneaza”. 8 

Ceea ce este interesant in opera „De la Abulius la Zotta” este diversitatea portretelor, 
nu numai ca dimensiune, lucru de care am fost avcrtizap la un moment dat. Aceasta diversitate 
a personajelor este una dintre caracteristicile de baza, existand o Constanta in tratarea fiecaruia 
dintre ele, o abordare responsabila, o diferen|a cu care este tratata oricare figurina, fie ea geniu 
ori simplu anonim care pur §i simplu a surprins ceva anume. Pe acest fond de egal tratament 
acordat personajelor, porne§te la drum prozatorul, cand i§i creioneaza portretele, foarte atent 
de asta data la nuantc individualized. 

Un simplu nume, ciudatenia lui, poate fi pentru autor punct de plecare in zugravirea 
unui personaj, cum s-a intamplat si in cazul primului portret inchipuit de scriitor, ’’Abulius”. 
Alteori, personajele ll ajuta pe scriitor in demersul sau portretistic, Olareanu dovedindu-se, 
lucru stiut si din celelalte opere, un fin cunoscator al sufletului uman, cautand mereu, ’’filonul 
de aur” din interiorul fiecaruia dar, descoperind, nu odata, reversul sau. 

Olareanu, aidoma unui pictor stapan pe al sau penel si ochi, detine o”paleta” larga de 
culori cu ajutorul ei, surprinde universul launtric sau exterior al confratilor cunoscuti ori 
necunoscuti cu o usurinta si lejeritate uimitoare. 

Ramanem la ideea ca ’’portretele” lui C. Olareanu se pot asemana epigramelor sau 
caricaturii prin esentialitatea si concizia lor, piese de rezistenta pline de ’’esente tari”, din care 
finalul apoteotic si intregitor, - o sclipire a spiritului si a inimii, nu trebuie sa lipseasca. Portretul 
unui Stefan Gruia adanceste nu numai niste ciudatenii aleatorii ale unui individ surprins intr-o 
ipoteza la un moment dat ci si o realitate mult mai coplesitoare, infioratoare, care il ravaseste 
pe cititor, trimitand spre o lume putreda devastatoare in care se devoreaza om pe om, o perioada 
a istoriei care ar trebui stersa din calendar spre a nu se mai repeta. Aici nu mai este vorba de 
un fizic dezagreabil care socheaza ochiul ci de mult mai mult: omul pus in ’’lumina” de propriile 
lui fapte. Personajul Gruia este considerat capul tortionarilor, a celor care au subminat si 


7 Mircea Horia Simionescu. Licitatia. Editura Albatros, Bucuresti, 1985, p. 25 

8 Mircea Horia Simionescu. Dictionar Onomastic. Editura Humanitas, Bucuresti, 2008, p. 517 
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prabusit ceea ce altii inaintea lor construisera. Acesti tortionari, inca plimbandu-se printre noi, 
mai exista. Autorul publica opera postum, punandu-se la adapost de eventualele repercusiuni 
ale acestor dinozauri traitori, constient de puterile lor malefice, de puntile intunecate, pe care 
le arunca asemenea zmeilor din basme in urma si inaintea lor. 

Prozatorul nu ramane (cum era de asteptat!) insensibil sau indiferent la eternul feminin, 
un univers pe care 1-a sondat inca de timpuriu. De netrecut cu vederea sunt randurile inchinate 
Icai, o persoana plina de candoare, care prin aerul sau distrat si fannecul irezistibil rezoneaza 
la unison, parca cu coarda sensibila a autorului. Pierduta in anonimat, lea se bucura nesperat 
de simpatia totala a autorului, care se citeste printre randuri. Nu putem afirma acest lucru si 
despre Ana Blandiana. Acestei figuri marcante a timpului C. Olareanu ii ofera mult mai putin 
spatiu desi nu te-ai fi asteptat. Ba, mai mult, ai senzatia ca autorul o ia putin peste picior asa ca 
decizia lui ca aceste portrete sa vada lumina tiparului doar dupa moarte se pare ca a avut o 
motivatie mai mult decat clara. Procedand astfel, scriitorul ar li avut, evident, parte de tot atatea 
procese, cate personaje ”pe functii” ar fi deranjat verbul sau: 

"Acuma Blandiana asta e interesanta in primul rand cafemeie. As zice ca e voluptoasa, 
daca nu mi-arfi teama ca cineva m-ar putea acuza de lipsa simtului poetic. Cand isi citeste 
versurile ai senzatia ca te afli cu ea in pat si ca in ureche auzi soaptele unei femei nesatule. De 
altfel, am controlat lucrul asta pe fetele barbatilor din sala. Toti aveau ochii inchisi si 
murmurau cuvinte dintru-un ”Imn painii” sau asa ceva, cu gandul aiurea, in orice caz, nu la 
grane si nu la franzele 9 

Concluzia este inevitabila: ’’portretele contemporane”arata o fata incomoda si uimitoare 
a lui Costache Olareanu destul de bine ascunsa in jurnal si in tablete. Dar, "din colode 
convergenta fictiunii cu vointa se contureaza o ampla panorama a epocii cu actorii si regizorii 
aflati la vremea judecatii. 'De la Abulius la Zotta ” este in egala masura, un document artistic 
inedit si unul is tonic" H \ precizeaza Theodor Codreanu. 

Ion Bogdan Lefter considera ca pentru „zvonistica” literara „care se pornise nu demult, 
ele sunt dezamagitoare: preaputine si scurte! Aspectul de ansamblu ramane cel cunoscut: sunt 
paginile aceluiasi Costache Olareanu-targovisteanul, miniaturist rafinat, stilist de clasa, 
observator afectuos al realitatii cotidiene". 11 Graba cu care a fost tiparit volumul a dat nastere 
„improvizatiei” si greselilor de culegere a textului, unele portrete inedite, asteptate lipsesc. Cu 


9 Costache Olareanu, op. cit., p. 28 

10 Ibidem, p. 203 

11 Ion Bogdan Lefter. Primiipostmoderni: Scoala de la Targoviste. Editura Paralela 45, Pitesti, 2003, p. 184 
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toate aceste rigori ale textologiei incalcate, opera se citeste cu incantare, delectare, savoare si 
usurinta. Savoarea portretelor in cuvinte „egaleaza hazul caricaturilor din linii si culoare ale 
lui Stefan Popa -Popas. Cu deosebirea ca aid efectul nu se diminueaza daca nu cunosti 
persoana in cauza. Portretele contemporane sunt de fapt, personaje care au populat spatiul 
nedefinit dintre viata si fictiunea scriitorului Costache Olareanu 12 Mai adaugam noi ca este 
o scriere veritabila ce intregeste pretioasa panoplie a scriitorului. 
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Abstract: The mid-60s represented a turning point in West African fiction. The social arid political 
themes gave place to moral and spiritual dimensions. The Interpreters, included in this corpus of 
narratives (1965), is considered, as Abiola Irele and Simon Gikandi maintained, a key text for the 
rupture of African imagination from its cultural reservoir, informing and amplifying a deep spiritual 
and social disintegration. As viewed by its critics. The Interpreters, a novel of disillusionment, reflects 
Soyinka’s endeavor to assume aesthetic risks and challenge his audience/readers. Never satisfied with 
“unrelieved competence”, as the scholars define his dedication to summoning the eclectic cultural 
background, which shaped the author’s writing, his first novel reveals a certain „extravangance” in 
strategy and a dire bravety of the words put in use. From another perspective, Soyinka’s first novel is 
a socio-political satire, in which, as Kinkead-Weekes remarks, the author uses the various channels of 
societal interpretation as a critique of the Nigerian social becoming. Undeniably one of Soyinka’s main 
target remain the African society and its vicious and corrupted mores, but the author wants to go beyond 
this critique of his times, in order to reach an understanding of the forces forging this society: history, 
tradition, the individual’s psyche, the sense of community, and social cohesion. The accent remains on 
the individuals and his development in response to a social cause, and the multifaceted understanding 
of the world the interpreters inhabit stands as a proof that the African in tellectual, educated in Western 
schools and belonging as such to an elite, must return to his country and try to effect a change. His 
attempt remains, at least in Soyinka’s novel, an aborted ideal, the result of a process of hybridization 
whose practicality remains to be proven. 

Keywords: social disillusionment, social cohesion, cultural hybridization, myth, social prototype 


Soyinka wrote his novels in what Ngaboh-Smart called “the post-Afrocentric zone”, “a 
zone of the most complex, challenging, and dynamic conceptions of difference”, that seeks to 
undo the “excessive Manichaeism” 1 of Afrocentric discourse. This zone denied the 

1 Francis Ngaboh-Smart, „Re-narrating the nation: Soyinka’s The Interpreters.” Journal of Postcolonial Writing 
46.1 (2010): 42-52. 10 martie 2015. http://dx.doi.org/10.1080/174498509Q3478163, p. 42. 
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reductionism of classical Negritude, in which the Francophone writers Aime Cesaire and 
Leopold Senghor advanced an essentially „black” African nature and psychology, 
characterized by the refusal to acknowledge the influence the process of colonization inherently 
had upon the culture of the region. Soyinka pointed out that his view of the African world 
envelopes “precision machinery, oil rigs, hydro-electricity, my typewriter, railway trains (not 
iron snakes 2 ), machine guns, bronze sculpture”. 3 Writing about past and present, African 
writers are by tradition also teachers. They represent the conscience of the society, and the 
cultural product must be based on analyzing social and political practices, signalizing the 
transgressions and attempting “to change the transgressors of sociopolitical ethics and morality 
into positive agents in society”. 4 

A strong sense of community shapes the African worldview and transforms the 
individual in an active participant in the societal processes, which the writer must translate in 
“the ideal of social solidarity”. 5 This is the core of Soyinka’s philosophy in The Interpreters 
and Season ofAnomy, as in the works of Ngugi and Achebe, to name two of the most important 
African writers of the postcolonial period. 

Another feature of the African literature resides in the role the supernatural plays in the 
life of the characters, reproducing “the whole psychic atmosphere... fdled with belief in... 
mystical power”. 6 This dimension becomes a major axis in developing a narrative, which must 
endorse spirits, gods, ancestors and their influence upon the life of the living with a potential 
of social regeneration. Any failure to observe this relation brings punitive actions from the 
spiritual space, triggering imbalance and social turmoil. The relation with God in African 
philosophy is not governed by the dichotomy God-humans, and not reduced to it. The strong 
belief in the universality of the law includes God, as part of the world. 

Another dimension refers to the ancestors. On the one hand, the ancestor is endowed 
with the attributes of a deity, revered, honored and object for the awe of past customs. On the 


2 A paraphrase of the faimous ‘iron birds’ of the Hollywoodean pictures presenting the African ‘savage’. See 
“Bwana, bwana me see big iron birds” (cf. Ashcroft et al., p. 128). 

3 Wole Soyinka, p. 38, qtd. in Ashcroft, Bill, Griffiths, Gareth, Tiffin, Helen. „Theory at the Crossroads. 
Indigenous theory and post-colonial reading.” Ashcroft, Bill, Griffiths, Gareth, Tiffin, Helen. The Empire Writes 
Back. Theory and practice in post-colonial literatures. London-New York: Taylor & Francis, 2002. 58. 

4 Tanure Ojaide, „Modern African Literature and Cultural Identity.” African Studies Review 35.3 (1992): 43-57. 
<http://www.jstor.org/stable/525127>, 44. 

5 Mazisi Kunene, The Ancestors and the Sacred Mountain. London: Heinemann, 1982, xvi. 

6 Mbiti, John. African Religions and Philosophy. Oxford: Heinemann, 1969, 197, qtd. in Tanure Ojaide, op. cit., 
p. 47. 
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other hand, he is also a man, taking his place in the history of the social nucleus, and bringing 
with him his personal view of justice and truth. As Coetzee and Roux underlined: 

The thinking is hierarchical, with God at the apex and extra-human beings and forces, 
humans, the lower animals, vegetation and the inanimate world, in this order, as integral parts 
of one single totality of existence. 7 

The effect is that the punitive action of gods touches the entire hierarchy down to the 
base. As a result, the balance is perturbed, and there must be a redemptive act to annul the 
transgression. So, in interpreting the African culture, one must take into account this complex 
existential fabric. Literature, especially the literature of the second generation of African 
writers, reflects this multileveled perspective upon the meaning of life. 

Another dimension of African culture, expressed in the works of major writers, 
including Wole Soyinka, is the sacred bond between the African and his land. The land is the 
place gods look upon, of birth and death that define the living, in other words, the ownership 
of a piece of land means respect, honor, human dignity. This is the reason why the departure 
from the land for the adventure of the city brings alienation, loss of meaning and moral decay. 

The temporal dimension is relevant for African writing, for the cycle of death and birth 
creates the guideline in understanding the development of a character and his meaning. Far 
from being a static probing into the African psyche, they are based on a flow of ebbing waves, 
which always return to their matrix. 

From these few features, far from exhausting the complexity of African culture, we may 
draw the conclusion that this culture is “more socialized than based on individual psychology” 8 . 
Maybe in this resides its deep humanism and hard-core belief in the future. Within this culture, 
the narrative constitutes one form in which African writers must voice the ordeals of their 
people. In Myth, Literature, and the African World, Soyinka defined such a “literature of a 
social vision”: 

A creative concern which conceptualizes or extends actuality beyond the purely 
narrative, making it reveal realities beyond the immediately attainable, a concern which upsets 


7 Coetzee, P.H. si A.P.J. Roux, The African Philosophy Reader. New York-London: Routledge, 2003, p. 197. 

8 Tanure Ojaide, op. cit., p. 56. 
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orthodox acceptances in an effort to free society of historical or other superstitutions, these are 
qualities possessed by literature of a social literature. 9 

The creative act is not individual, maintains Soyinka, it is socially prone and needs to 
find its justification in the alteration of social mores. This is in keeping with the didactic valence 
of African art in general, but in Soyinka’s case, it doesn’t merely teach social values, it also 
calls for action in modifying them according to the new social realities. 

An important aspect of Soyinka’s writing, which can be recognized in all his works, is 
the accent on the need to create a literature, and by extension, a culture rooted in African myths, 
expressed through African ritual (masquerades, songs and dances), but not one transfixed by 
it. 

Colonialism and its subsequent aftermath created a rich field of re-evaluations for the 
African culture. The products of this fragile and unsure material gave birth to “explorations of 
the rifts and continuities between oral and literate worlds and as interpretations of African 
societies which perform contesting and contested intertextual and m/ra-tcxtual evaluations.” 10 

Considered by some critics “[a] mythologically complex but politically simplistic 
novel”, * 11 a collection of “marginal figures who inhabit neither/nor states”, 12 a bridge between 
social satire and intellectual commitment that „captures vividly the decadence and sterility of 
the contemporary social and political setup in many African countries”, 13 The Interpreters is 
highly informed by its context. A “Novel of Disillusionment”, it analyses the social network 
of causalities and consequences with the keen eye of a narrator who knows that action must be 
taken, but doesn’t know how. 

In writing The Interpreters , Soyinka creates meaning through actions and dialogue, 
rather than narrative. This “Jamesian technique of the dramatized perspective” 14 elicits the 
sense of a theatrical space, moving between different times and spaces without causal 


9 Soyinka, Wole. Myth, Literature and the African World. Cambridge: Cambridge University Press, 1990, 66. 

10 Kadiatu Kanneth, African Identities. Race, Nation and Culture in Ethnography, Pan-Africanism and Black 
Literatures, ondon: Routledge, 1998, 21. 

11 Wright, Derek. „Obi Maduakor. Wole Soyinka: An Introduction to His Writings. Review.” Research in African 
Literatures 21.2 (1990): 109-113. http://www.istor.org/stable/3819284 , p. 112. 

12 Crehan, Stewart. „The Spirit of Negation in the Works of Wole Soyinka.” Research in African Literatures 21.4 
(1990): 15-31. http://www.jstor.org/stable/3819319 , p. 27. 

13 Shatto Gakwandi, The Novel and Contemporary Experience in Africa. London: Heinemann, 1977, p. 66. 

14 M. Mathuray, ..Intimacies between men: modernism, African homosexualities and masculinist anxieties in Wole 
Soyinka’s The Interpreters.” Journal of Postcolonial Writing 50.6 (2014): 635-647. 24 05 2014. 
http://dx.doi.org/10.1080/17449855.2014.929294 , p. 636. 
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associations among the episodes. This type of writing points to The Interpreters' belonging to 
what Simon Gikandi called “the high modernist moment” of African literature, marking the 
reshaping and reinvestment of an earlier European literary modernist moment. Nevertheless, 
we see at work elements of realism, such as the minute description of Joe’s flat, from the “few 
fussy pieces on the piano”, Buddha’s figure, to the “Design Centre coffee table,” “two candle 
sticks on the piano,” and “cubist designs on tiny cushions”, “a remote world, ponderous and 
archaic.” 15 This juxtaposition of techniques, coupled with abrupt changing of worlds, from the 
mythical intaglios of sacrifices and prayers, to the mundane encounters in Lagos society, may 
contribute to the complexity and difficulty of this novel, and critics such as Derek Wright felt 
compelled to underline that 

Soyinka’s extraordinary Menippean melange of mystic-satiric and realistic-fantastic 
styles produces some jarring modal switches... and creates uncertainty about the exact register 
in which some of the characters are to be regarded. 16 

As Biodun Jeyifo explains, the most powerful narrative technique employed by Soyinka 
in The Interpreters “is that of an effective, powerful animation of a large cast of characters and 
personalities as a human backdrop to the individuation process of the young protagonist of the 
narrative”. 17 And Soyinka is ironic not only in analyzing the post-colonial Nigerian society at 
large, but, and maybe especially, the views of his interpreters, because, as part of Soyinka’s 
scholars maintain, his first novel advances as its unifying theme “the intellectual and his 
responsibility in a new nation”; 18 for others, The Interpreters constitutes an analysis of “the 
human situation in modem Nigeria”. 19 This diversity of opinions stands for the complexity of 
the novel, and its diversity of interpretative modalities. 

The same difficulty one encounters in the attempt of placing Soyinka’ first novel within 
a literary current. Its publication was greeted by critics as a critique of the postcolonial state, 


15 Wole Soyinka, The Interpreters. New York: African Publishing, 1972, 188. 

16 Derek Wright, Wole Soyinka Revisited. New York: Twayne Publishers, 1993, p. 123. 

17 Jeyifo, Biodun. Wole Soyinka: Politics, Poetics and Postcolonialism. New York: Cambridge University Press, 
2004, p. 193. 

18 Juliet Okonkwo, „The Essential Unity of Soyinka's The Interpreters and Season of Anomy.” African Literature 
Today 11 (1980): 110-21, qt. in Kumar, Vijay. ,,'Form'ing Metaphor: The Interpreters.” The Writer as a Myth 
Maker. South Asian Perspectives on Wole Soyinka. Ed. Bernth Lindfors si Bala Kothandaraman. Trenton-Asmara: 
Africa World Press, Inc., 2004. 174. 

19 Eldred Durosimi Jones, The Writing of Wole Soyinka. London: Heinemann Educational Books Ltd., 1973, qtd. 
in Kumar, loc cit. 
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as one of the so-called novels of “post-independent disillusionment”. 20 For example, analyzing 
Achebe’s Anthills , Simon Gikandi considered that the nationalist narrative was unfit for 
arresting the changes in a post-colonial society. A nationalist narrative, as he underlined, was 
created on the assumption that the truth of the nation was unique and shared by all the members 
of the social scene. Nevertheless, “in the postcolonial moment we must embrace the 
heterogeneity of the nation or ‘the different voices and functions we play in our societies”’. 21 
These different voices are given individual force in Soyinka’s The Interpreters , in which 
Nigeria is re-narrated, not only to point out the realities of the moment, but also to recall and 
annul its clearly cut national boundaries, in order to adapt them to a less clearly-cut social 
mold. 22 In The Interpreters , Soyinka allows the participation of a multitude of narrative voices, 
each of them expressing a paradigm and an ideology. The result is this sometimes confusing 
“jumps” from one character to another, from one time point to another, accounting “for the 
novel’s complex interpretive positions”. 23 

Gerald Moore states that The Interpreters is “the first African novel that has a texture 
of real complexity and depth” 24 . The complexity is created by Soyinka’s escapes from a time 
to another, from a history to another. As Jones underlined, the depth resides in the „dense 
interlocking of psyches, motives and incidents.” The language, in its flowing syntax, makes 
use of a special imagery, a complex texture of words, creating a sense of magic poetry. This 
contiguity with the poetic language brought Soyinka harsh criticism from critics like Biodun 
Jeyifo, who underlined that: “The novel makes little concession to a culturally and 
ideologically conditioned expectations of readers for narrative continuity, causality and 
coherence.” 25 

The chronology of the novel spans on no more than three days and nights, not very 
sharply delineated, with nights emerging naturally off days, in a dramatical rhythm. As an 
example, between the first scene of the novel, in the night-club in Lagos, and the funerals of 
Sir Derinola and of the elder of Lazarus’ church, merely 24 hours pass, and the first seven 
chapters of the novel. 


20 Francis Ngaboh-Smart, op. cit., p. 42. 

21 Simon Gikandi, Reading Chinua Achebe. London: Currey, 1991, p. 130. 

22 Homi Bhabha, „DissemiNation: Time, Narrative, and the Margins of the Modern Nation.” The Blackwell Reader 
in Contemporary Social Theory. Oxford: Blackwell, 1999. 211-219. 

23 Francis Ngaboh-Smart, op. cit., p. 43. 

24 Moore, Gerald. „The Interpreters. Review.” The New African, qtd. in Eldred Durosimi Jones, op. cit., p. 155. 

25 Biodun Jeyifo, op. cit., p. 174. 
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In a typically modernist fashion, the novel shifts rapidly and often disjunctively 
between different time periods and spaces, with little or no causal connections established 
between the various episodes. Also, analeptic and episodic narration abounds, and satirical 
engagement with the phenomenal world clashes with long diatribes of absurdist philosophy 
and existentialist angst. The Interpreters ([1965] 1970) is typical of what Simon Gikandi calls 
“the high modernism” of African literature, 26 which signaled “an appropriation and retooling 
of the experimental literary strategies of an earlier European moment”. 27 One of the critics of 
this novel maintained that the opening of the novel, with its presentation of characters without 
history, in unforeseeable switches between present and past, is a mark of Soyinka’s lack of 
experience “in the art of fiction”, that the writer tries “to assess and relate a number of widely 
differing personalities who are all introduced in the first few pages”. 28 Nevertheless, Soyinka’s 
focus is on characters, on their becoming through history and because of it. And as such, the 
use of flashbacks provides the material for the self-definition of the author’s characters. As 
Mark Kinkead-Weekes underlines, “by plunging without warning from the ‘present’ to the 
‘past’, we become aware of a dramatic contrast. This is the dramatist’s art of juxtaposition 
rather than the historical novelist’s art of explanation”, 29 and Soyinka forces the reader to 
question exactly this relation between past and present. 

Engaging the literary strategies of this period, Soyinka, like other representatives of 
West African literature such as Ayi Kwei Armah, Kofi Awonoor, Christoper Okigbo and Ama 
Ata Aidoo, 30 resorts to such a modernist aesthetics in order to pass beyond the cultural 
nationalism heavily based on the process of national acknowledgment as advanced by Cesaire 
and Senghor. The assertion of the African’s qualities, of his Negroness, is justified by the 
repudiation of “the assimilating process, the implication that the African is a kind of inferior 
European”. 31 Activating a balance of racial concepts, the initiative became restrictive when it 
came to serve as a basis for African creation. On a social level, it succeeded in effecting a 


26 Simon Gikandi, „Nuruddin Farah and Postcolonial Textuality.” World Literature Today 72.4 (1998): 753-758. 
25 march 2015. <http://www.jstor.org/stable/40154266>. 

27 Mark Mathuray, „lntimacies between men: modernism, African homosexualities and masculinist anxieties in 
Wole Soyinka’s The Interpreters.” Journal of Postcolonial Writing 50.6 (2014): 635-647. 24 05 2014. 
http://dx.doi.org/10.1080/17449855.2014.929294 , p. 636. 

28 James Moore, Wole Soyinka. New York: Africana Publishing Corporation, 1971, p. 79. 

29 Mark Kinkead-Weekes, „The Interpreters - A form of criticism.” Critical Perspectives on Wole Soyinka. Ed. 
James Gibbs. Boulder, Colorado-London: Lyenne Rienner Publishers, 1996, pp. 219-238. 

30 Mark Mathruay, op. cit., p. 636. 

31 J. Povey, „Contemporary West African Writing in English.” World Literature Today 63.2 (1989): 258-263. 26 
November 2014. <http://www.jstor.org/stable/40144828>. 
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rebalance of worn-out racial concepts. However, when Negritude became the basis for 
advancing appropriate themes and attitudes for African writers, it proved its rigid limits. 
Soyinka opposed to such an approach, and his belief that “a tiger does not proclaim its tigritude, 
he pounces” is enough proof of his desire to bring into the African writing some of the narrative 
strategies of the West world. 

In The Interpreters , such Western techniques, as the fragmentation of the discourse and 
the temporal lapses and fractures, constitute a symbol for the “disillusionments in postcolonial 
Africa, the discontinuities of the (post)colonial state, its arbitrary regimes of power and uneven 
modernity.” 32 

As Ngaboh-Smart underlined, Soyinka’s oeuvre was placed „within the post- 
Afrocentric, since disillusionment with the Nigerian nation is often seen as the sole subject 
matter of The Interpreters '", 33 Biodun Jeyifo, one of the most insightful analysts of Soyinka’s 
works, wrote: 

The weight of the narrator’s portentous negative indictment of the new post¬ 
independence age is validated by Soyinka’s meticulous and imaginative attentiveness to the 
impact of the moral order of the new elite on the inner, psychic lives of the ‘interpreters’ and 
other finely drawn characters.. ,” 34 

Soyinka scrutinizes his characters’ minds with intent, the image seen through the eyes 
of memory are vivid, as in Egbo’s recalling of the past river journey, in Sekoni’s dream of 
becoming a creator for his nation, in Kola’s musing on his “Pantheon”, to mention only a few 
of the instances in which Soyinka describes social trauma through the literary discourse. 

Soyinka’s option in matter of characters is toward types considered essential for the 
emergent state, intellectuals with the means and the desire to accommodate to the tremendous 
changes brought by post-colonialism. At the same time, these intellectuals are marginalized, 
either by their choice, in their keeping the distance from the corruption, the materialism and 
the political tendency of their Nigerian elite, or by their alienation from the social intercourse. 
Educated in Western schools and belonging as such to this elite, they return to their country to 


32 Mark Mathuray, op. cit., pp. 636-37. 

33 Francis Ngaboh-Smart, pp. 175-176. 

34 Biodun Jeyifo, op. cit., p. 176. 
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effect a change. Their attempt remains, at least in Soyinka’s novels, an aborted ideal, an 
accomplished hybrid whose practicality still claims recognition. 

As Derek Wright underlines: 

In practice, however, they are excluded from real power, and their reformist zeal is 
blocked by time-serving editors, vested monopoly interests, the rival piracies and chicaneries 
of traditional rulers in the creeks of the Niger delta (only marginally less disreputable than their 
urban counterparts), and a preposterously anglicized academic establishment. In its frustration, 
the group turns it [sir] abrasive honesty and satiric eye for the phony and disingenuous upon 
this latter elite of "new black ayinbos",' on its social pretensions, vulgar philistinism, and 
hypocrisy 35 

As we have seen, each of these interpreters sees himself as an ideal of a new nation, a 
nation formed and ruled by artists, philosophers and scientists. But if in their separate 
undertaking, each character sometimes achieves a measure of balance, together, as in the 
creation of a nation, fail. In small numbers, this collection of geniuses, as everywhere in history, 
functions well, but at the scale of a nation, their different views of life, their divergent frames 
of mind and their personal interrogations, even if they are mediated by a godlike figure as we 
have seen in The Interpreters , still remains without closure. The link between all types of 
interpretations Soyinka proposes, through art, through politics, through education, remains the 
past, ruptured, denied, or re-evaluated, the past Egbo wants extinguished: 

It should be dead. And I don’t just mean bodily extinction. No, what I refer to is the 
existing fossil within society, the dead branches on a living tree, the dead runs on the whole. 36 

The interpreters, as intellectuals, have the potential to inhabit the space for social and 
cultural” transitions, as Soyinka defined the concept of transition in Myth, Literature, and the 
African World : “The fourth area of existence”, 37 “psychic sub-structure and temporal 
subsistence, the cumulative history and empirical observations of the community”, “the matrix 
of death and becoming” (142), “the realm where past, present, and future come together”. 38 


35 Derek Wright, op. cit. 1993, p. 112. 

36 Wole Soyinka, op. cit., 1972, p. 120. 

37 Wole Soyinka, op. cit., 1990, p. 26. 

38 Francis Ngaboh-Smart, op. cit., p. 44. 
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The lack of direction that haunts the Nigerian society certainly qualifies it for these definitions. 
And if their society is this fourth area of existence, this means that the interpreters are 
functioning in this “abyss of transition,” being endowed with the potential to find the missing 
social direction. This amounts to the desire of the individual to plunge into the abyss of past, 
history and mythology, in order to alleviate his sense of disillusionment in the very heart of the 
mythical source. As Soyinka underlines: “Man is grieved by a consciousness of the loss of the 
eternal essence of his being and must indulge in symbolic transactions to recover his totality of 
being”. 39 And this loss can be translated, maintains Soyinka, “[...] in terms of race origination, 
uprooting, wandering and settling”. 40 

We see Soyinka’s interpreters in their search for means of bridging this abyss, and, as 
Ngaboh-Smart point it, “the mode of bridging the fragmentation, transition, becomes a 
metaphor for contemporary human struggle”. 41 This bridging could emerge only from a closely 
examination not only of their society’s evil mores, but also from discovering what is relevant 
and what is irrelevant in the voices of their nation. 

Gerald Moore argues that “the common concern of the interpreters is with discovering 
their real natures within the great canvas which Kola, one of their numbers, is painting”. 42 But 
beside Kola’s Pantheon, there are numerous other sources around them which could help them 
in figuring out what role to play outside the mythical district of the canvas. Such a source is 
Sekoni’s “Wrestler,” which expresses, if it was to be correctly read, their moral obligation to 
find the power in them to attack the putrid society through deed, and not through words, or 
paintings. 

Kola’s painting is, indeed, a mode of interpretation, in which the main characters in the 
novel find their correlate in the mythic realm. Each of them is endowed with he prerogatives 
and the powers of the god they embody. It seems that depends on them, and only on them, to 
make use of these powers. The potential remains unfulfilled, in the painting, as in the reality. 
Ironically, Soyinka’s interpreters are as useless, at least for their Nigeria, as the figures 
represented on the canvas. 

The Interpreters is considered “a novel of Disillusionment”, the disillusionment of a 
generation, of newly freed Nigeria, with hopes and illusions, of course, of creating a social 


39 Wole Soyinka, op. cit ., 1990, p. 39. 

40 Idem, p. 144. 

41 Francis Ngaboh-Smart, op. cit., p. 44. 

42 Gerald Moore, op. cit., 1971, pp. 78-79. 
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identity on their proper African conscience. For our author, to be an intellectual means to take 
upon your shoulders the task of shaping this identity, of channeling the forces of the Nigerian 
nation and transform them in a wrestler with “taut sinews, nearly agonizing in excess tension,” 
in “a bunched python”, 43 which should bite in the flesh of corruption and philistinism of its 
vicious rulers. 

Soyinka’s interpreters give us no answers. Surprisingly, instead of being united by 
Sekoni’s death, they tend to drift apart, taking refuge in art, in ordinary living or in useless 
philosophies. It’s more than obvious Soyinka’s perception of Nigerian intellectual elite, 
struggling to create meaning, but not investing the meaning in the construction of a so much 
needed identity. 

The novel’s lack of finality speaks for Soyinka’s mistrust in his fellow intellectuals in 
actively engaging in the construction of the new Nigeria. Not even art seems capable of creating 
meaning from the political and social chaos in which Soyinka’s country seemed to submerge 
in the post-colonial period. 

Soyinka’s first novel includes many interpretations. As we have seen, there are two 
groups of interpreters: the group of official exponents, who transform their right in means of 
achieving wealth, and social positions, with the total disregard of the realities of the Nigerian 
people; the second group of interpreters tries to imitate the mores of the Western colonialists, 
envisioning mimicry as a means of achieving a Nigerian identity defined by its resemblance to 
a foreign culture. Both approaches are considered dangerous by Soyinka, because they bring 
alienation from what constitutes Nigeria’s authenticity. The interprets fail in achieving that 
degree of meaningfulness required by the construction of a social identity. Their rupture with 
the past, in Egbo’s case, their visionary, but individual attempt, as in Sekoni’s case, or their art 
as a substitute for the real world, with its complex and challenging problems, do not yield 
practicality in solving the question of Nigerian identity. 

Soyinka’s interpreters are invested with a double function. On one level, they interpret 
the meaning of the social events they witness, and on a second level, they symbolize different 
perspectives of Ogun, Soyinka’s patron god: the creative principle, through Sekoni, the 
destructive valence, through Egbo, and the possibility of linking the world of the ancestors and 
gods with the world of the mortals, through Noah or Lazarus. 


43 Wole Soyinka, op. cit., 1972, p. 99. 


892 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Soyinka’s society is ruled by corruption, decay and a marked desire to imitate the 
Western ways. This imprint of the colonial period is difficult to erase, as Soyinka maintains, 
but a society should not fight against such an influence; instead, it should learn and assimilate 
the social and technological benefits. Any encounter between different cultures, through the 
clash it provokes, opens avenues of re-evaluation, of reconstruction for both cultures. And this 
is a message the interpreters fail to transmit, even if they recognize its meaning. In this resides 
the disillusionment of Soyinka’s novel, in this failure to assist in their society’s adaptation to 
the new post-colonial context. 

In this undertaking, the intellectual is in the best position to enforce such a change. 
Artist, journalist, writer or inventor, he possesses the means and the characteristics to outline a 
social strategy and to transmit it to his nation. Such a strategy must take into account not only 
the actuality, symbolized by technology, free choice, and the right to a modem education, as 
represented by the young unnamed student, but also the African tradition, which ensures the 
balance between the force of history and the storminess of the present. 

Together with Chinua Achebe, Ngugi wa’ Thiongo, Ayi Kwei Armah, and Buchi 
Emecheta, to name just a few of the African writers of the second generation, Wole Soyinka 
fights the disillusionment, the degradation of his country, the perils on the way to social 
recovery, implying that an autonomous social identity may well be beyond the single definition 
of a register of values, addressing maybe equally to itself as historically determined, as to the 
social Otherness, politically imposed, rejected but whose influence African history cannot 
deny. 
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Abstract: This paper aims to explore Toni Morrison' Beloved through ecocritical lenses, to destabilize 
the cultural oppositions master - slave, white - black, man - woman, and to find an affinity of the human 
domination over nature with the male domination over his female counterpart. The main character of 
this novel, Sethe, is trying to restore her natural self-identity by reimagining and translating her former 
passive body into an active one, which possesses agency and the power of narration. Thus, from an 
object of exploitation and forgotten history, she becomes the subject of her own sexual and maternal 
desires, and she accomplishes to reunite the past with a promised future. Her symbolic body is felt as a 
home where her own actions could be taken with dignity and ownership; her body becomes ecological, 
meaning that the fluid discursive agency of the patriarchal and racial domination is negotiated and 
reconstructed within the context of the civilized white man domination over the wild nature. The 
oppositions related to race, gender, society arid nature ought to be overcome in order to establish an 
ontological and epistemological equilibrium between a white patriarchal society and a culturally 
racialized and gendered nature, between identity and alterity. 

Keywords: body, home, identity, ecofeminism, Beloved 


Introduction 

Written in 1987, Toni Morrison's Beloved is a postmodernist and magical-realist novel 
whose plot takes place after the American Civil War, during the Reconstruction era. It focuses 
on the issue of slavery with a special concern on the power of love, memory or history, race, 
gender, class and nature. Sethe is the main protagonist, a proud black woman who has tried to 
escape from the social constraints in which a woman of color had to live and behave. However, 
her most important moral feature is the love for her children, in this sense, the protection from 
physical, emotional and spiritual trauma representing an existential priority. The memory of a 
life infused with suffering and abuses, the hovering of slavery, the intensive desire for freedom 
and the extreme love led Sethe to wish the death of her children. The inner cause of this 
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apparently act of sadism relates to an eagerness for freeing her children from the expected 
social enslavement and the material and psychological ordeals to come. 

The act of killing is not isolated from the rest of the plot and has traumatic consequences 
on Sethe's psyche, her troubled mind being haunted by regrets and memories. Another affect, 
associated also with the relationship between the white male oppressor and the black female 
oppressed, consists in an identitary crisis, in which the idiosyncratic and group identities are 
fragmented and segregated. This fragmentation occurs when the individual is culturally and 
socially alienated from oneself, one's life being constructed by another, alienated from a social 
group, one's gender or racial behavior being forcedly segregated from individuals with the same 
background, and alienated from nature, with which the oppressed share the same axiological 
status, as commodities. This societal paradigm represents the way by which the dominant, 
white and patriarchal society makes sure that multiple hierarchies of power are preserved in 
order to maintain a status quo of economic, social and even sexual exploitation. 

An Ecofeminist Approach 

Ecofeminism represents the main theoretical background, but not the only one, from 
which this scrutiny is based on, and it loosely describes movements and philosophies that link 
feminism with ecology (MacGregor 286). This has evolved from various fields of research, 
such as peace movements, women's health care, labor movements, environmental and animal 
liberation movements, social anarchism. Its main "premise is that the ideology which 
authorizes oppressions such as those based on race, class, gender, sexuality, physical abilities, 
and species is the same ideology which sanctions the oppression of nature" (Gaard 1). Thus, 
there is a theoretical and pragmatic connection between the oppressor, the dominant and 
rational man, and the oppressed, the woman who shares the same cultural suffering with 
Nature; their exploitation and repression are contextualized within the environmental 
framework. A special material and spiritual connection between women's sensibility and nature 
is to be observed, this affinity representing the reason for men to act as if their female 
counterparts and the environment would be their objects of satisfying economic or primal 
needs. 

From an ethical point of view, the perception of an individual about oneself is different 
according to gender; men have usually an idealized identity segregated from alterity which 
allows them to transcend the others' needs and to develop a sense of rational justice and control 
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over the surrounded objects or persons. Conversely, women have an immanent sense of 
identity, closer to alterity, which allows them to be more responsible for others and to develop 
a social self adapted to mutual understanding and living (2). This empathetic and social 
interconnectedness relates to an ethical and systematic theory wherein the generic woman is 
linked to all human beings, animals and living organisms, meaning that she integrates herself 
within the environment. By not operating with differences, women overcome the cultural 
oppositions of self-other, mind-body, male-female, reason-feeling, human-animal, white- 
black. There is the danger that, by incorporating the same patriarchal ideologies into the 
ecofeminist discourse, one could counter-create an essentialist duality (even though not 
hierarchical) between Woman and Man. As in the previous environmental theories, a balanced 
ecosystem represents an aim in itself. (Gaard, Murphy 3-4). 

From a historically, culturally and philosophically point of view, the Platonic and 
Cartesian dichotomy of mind and body has had a pervasive influence over human 
civilization(s), this opposition extending its semantic context to the paradigm of man 
dominating the exterior nature and man dominating the weak woman. Without entering into 
details, from a mythical and symbolic point of view, the feminine Gaia - Earth, the divine 
counterpart of the masculine, Uranus, had been considered sacred and worshiped as a 
primordial goddess, before the Olympians and the titanic gods. As a source of beauty, 
contemplation, fertility and natural equilibrium, “she” represents the earthly principle of 
immanence, while the Uranic and heavenly god is the symbol of patriarchal transcendence over 
Nature. Although these ancestral cultural symbols are cosmologically married, sharing the 
same blood and being ontologically and teleologically situated between Chaos and Cosmos, a 
dominion of man over woman is to be epistemologically conceptualized. To this everlasting 
dualism is added a third variable - nature, in this manner, a decentering of paradigmatic 
androcentrism (through feminist lenses) and anthropocentrism (through ecofeminist lenses) 
being possible. The hierarchies and the relations of power, which have existed in the society 
for immemorial times, ought to be abolished. 

Although ecofeminism, as a postmodern view of life, has not been coagulated into a 
meta-theory, several traits or challenges could be highlighted: 

1. "Fundamental social transformation is necessary". 

2. "Everything in nature has intrinsic value". 
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3. "Our anthropocentric viewpoint, instrumentalist values, and mechanistic models 
should be rejected for a more biocentric view that can comprehend the interconnectedness of 
all life processes". 

4. "Humans should not attempt to "manage" or control nonhuman nature" in order " to 
preserve natural diversity". 

5. "We must change the fact of power-based relationships and hierarchy, and move 
toward an ethic based on mutual respect". 

6. "We must integrate the false dualisms that are based on the male/female in our 
perception of reality" 

7. "Process is as important as goals". 

8. "The personal is political. We must change the ideology that says the morality of the 
(female) private sphere has no application to the (male) public sphere of science, politics, and 
industry". 

9. " We cannot change the nature of the system by playing Patriarchal games" (Gaard 

20 ). 


Owning Nature 

Ecofeminism is a complex movement and its features cannot be encompassed within a 
synthetic enumeration because the best expression of it equals to a social or a cultural-literary 
dynamics. Thereby, by exemplifying, the novel Beloved focuses on the runaway slave Sethe 
who displays multiple inner and outer conflicts. "Constantly switching between past and 
present events allows Morrison to portray the fluidity and instability of categories and how 
defying definition allows for resistance and healing" (Campbell 36-37). This instability means 
that the ideological social structures have constructed slaves', and especially women's, 
identities and the only way to recover is to reunite the painful fragments of the past with the 
present and with the virtual future. The juxtaposition of the culturally unanimated nature with 
the objectified slaves by the dominant white male prohibited the urban medium to be a natural 
part of the environment and black people to be a constitutive part of the so-called democratic 
American society. 

"As a result, African American environmental relationships were fragmented and 
nature was revealed to be deeply politicized" (37) and racialized within a schizoid game of 
power, nature and identity. Thus, both slaves and the environment were related to wilderness, 
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primitiveness and to the unknown and for this reason they have had to be tamed according to 
specific societal codes. Making order into this perceived chaos was a moral duty for the 
civilized Western male who had to exert his manhood over those savage and virgin territories, 
ignoring alterity and alien cultures. A barrier for transforming the cultural wilderness of the 
slaves into docile objects of exploitation was the natural background itself, which had to be 
"whitened", and also women, who were infused with a high degree of promiscuity and "non¬ 
natural" desires. Herewith, women, black people and Nature have been politically and 
culturally objectified and presumed dichotomies were dictated by the dominant white man, 
such as civilization-forest, culture-nature, man-woman, white-black. 

Black women have been so socially stereotyped that the white men's guilt for numerous 
abuses has been perceived as ethereal and as transcending common social norms; " men are 
relieved of any responsibility for their sexual encounters with black women. Instead, they 
become the victims of wild, animal-like sexual energies emitted by their female slaves" (38- 
39). In this way, the male predator behaves "normally" and "naturally" when taking advantage 
of the weak because the latter has a constructed and internalized imputation by the former, 
without any societal mechanism of defense. Women of color, their lives, their identities and 
social roles are in the control of the white man; they represent merely an extension of the owner 
will. This intersectional kyriarchy, related to the power of the lord, the iconic image of the 
Lord, leads to domination, submission and oppression. Slaves, especially women, are 
considered to be inferior to their owners, even though the reality transcends these oppositions: 

White people believed that whatever the manners, under every dark skin was a jungle. 
Swift unnavigable waters, swinging screaming baboons, sleeping snakes, red gums ready for 
their sweet white blood. In a way, he thought, they were right. The more colored people spent 
their strength trying to convince them how gentle they were, how clever and loving, how 
human, the more they used themselves up to persuade whites of something Negroes believed 
could not be questioned, the deeper and more tangled the jungle grew inside. But it wasn't the 
jungle blacks brought with them to this place from the other (livable) place. It was the jungle 
white folks planted in them. And it grew. It spread. In, through and after life, it spread, until it 
invaded the whites who had made it. Touched them every one. Changed and altered them. 
Made them bloody, silly, worse than even they wanted to be, so scared were they of the jungle 
they had made. The screaming baboon lived under their own white skin; the red gums were 
their own (Morrison 113-114). 
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In this excerpt from the novel under scrutiny, a binary opposition between the white 
owner and the black owned is displayed in order to emphasize the cultural and constructed 
distinction. It is important to highlight that the dominant category "believed", meaning that 
their objective reality may be questioned and counter-demonstrated. The preposition "under" 
shows the fact that the negroes' identitary essence is contextually negotiated by the social 
hierarchies of power, their identities being purely immanent to their master. Apparently, the 
black gist is beyond comprehension and the white's power cannot circumscribe it due to the " 
unnavigable waters, swinging screaming baboons"; this discursive image conveys the extreme 
and apophatic dichotomy self-other. Nonetheless, the supposed black "jungle", considered to 
be exterior to the white man, exactly as the environment, is fictionally and symbolically 
internalized or, on the contrary, this wilderness represents an externalized state of mind. Thus, 
"the red gums" have belonged to the white "baboon" from the very beginning and the oppressor 
has condemned what he created. 

This conflicting view of nature, related to the dominant class, gender and race, has the 
goal to split the perceived reality in order to keep their constructed power and its mechanisms. 
"White culture relied on this fragmentation because it helped maintain a system that rejected 
black citizenship through denial of freedom, property ownership, and recognition of African 
history and spirituality" (Campbell 41-42). The process of fragmentation represents a perverse 
form of domination in which the axiological and consubstantial continuity between people or 
between human beings and nature is interrupted. The subject or the oppressor objectifies the 
former subjects (slaves, black people, women) in order to transform them into enslaved objects; 
this epistemic downfall equals to a process of commodification in which slaves, women and 
the environment are apprehended as economic goods or personal pets. 

Sethe, the main character, is the perfect example for being a commodity and a sexual 
object at master's disposal; her memory represents a psychological tool which bridges the past 
and the present, the beauty of nature and also its sickness, the latter being a result of the white 
man's intrusion upon the natural order: "there was not a leaf on that farm that did not make her 
want to scream, it rolled itself out before her in shameless beauty" (Morrison 3). She remembers 
her mother who "had the bit so many times she smiled. When she wasn't smiling she smiled, 
and I never saw her own smile" (116). This disturbing behavior designates the state of the 
American black woman in the nineteenth century whose social roles and identity were the 
property of the dominant white man who exploited her as an object and who confiscated her 
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nature; as saying before, " under every dark skin was a jungle" (113) and this psychological 
environment was fashioned in the image of the master. Women shared (have shared) with 
Nature the same ordeal: to be exploited for patriarchal advantages. 

Having been considered commodities and exploited for economic reasons made slaves 
to be socially constructed as sub-human, having (sub)animal features: "something else and that 
something was less than a chicken sitting in the sun on a tub." (43). They sometimes 
experienced a lesser degree of freedom and dignity than animals; in this sense, the oppressor 
may be considered having a pre-capitalist behavior and being mindless of the long-term 
productivity of the black people. When Sethe tries to understand that "a characteristic is a 
feature. A thing that’s natural to a thing" (109) and she is instructed to " put her human 
characteristics on the left; her animal ones on the right. And don’t forget to line them up" (111), 
we notice the fact that her womanhood and blackness are emphasized and "othered" in order 
to draw an artificial "line" between the self, who creates hierarchies of power, and the other, 
who (which) is objectified and reduced to an animal. Furthermore, this cultural confinement is 
apprehended as being "natural" for the oppressed, seen as a "thing"; in other words, black 
people are not socially constructed as real persons and the objective reality, in this case nature, 
is culturally confiscated and reshaped according to the oppressor's wish and needs. 

"American culture has employed the concepts of natural and unnatural to reinforce 
ideological boundaries between the human and the less-than-human" (Campbell 47). Most of 
all, women of color suffered twofold: because they were not white and because they were not 
men. Sethe remembers that the white men " held me down and took it. Milk that belonged to 

my baby.they handled me like I was the cow, no, the goat, back behind the stable because 

it was too nasty to stay in with the horses" (Morrison 114). Sethe, as the archetype of the 
oppressed woman, is situated at the bottom of the chain of power and has to endure whatever 
the white man considers to be appropriate. He decides everything and Nature is 
epistemologically constructed by the male observer due to the fact that the environment 
functions as a medium "environing" the rational mind. Thus, what is natural is, in fact, an 
ideological product of the patriarchal society; if holding and controlling nature is "natural", the 
grotesque act of taking away something intimate to a woman represents a justified thing to do. 
Stealing milk equals to a barbaric act of showing that women have no privacy, no personal 
lives, no maternal autonomy, no control over their future or over their own identities; they 
represent a natural property. 
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Reclaiming the Feminine Oikos 

As seeing above, women of color were considered natural property, meaning that the 
environment was racialized and gendered, and women were culturally naturalized as belonging 
to their master. There is a narrative and symbolical resemblance between the black woman and 
Nature, both of them having been massively exploited and treated as commodities. These two 
categories are strongly related through the agency of tree images; these plants have been 
worshipped and considered to be holy for millennia: "a green tree usually stands for eternal 
life, immortality and undead spirits, whereas a leaf-shedding tree represents new life, rebirth 
and resurrection" (Tjemgren 5). They mediate between the masculine Uranus and the feminine 
Gaia, cosmological opposites, but, at the same time, complementary. From a mythical, 
dendrological and pomological point of view, the Tree of Life represents a theological and 
biological metaphor for the world, making the connection between the sacred sky, the earth 
and the underworld. From a biblical perspective, which has Mesopotamian roots, it is the 
counterpart of the Tree of the Knowledge of Good and Evil. 

The latter tree is mentioned in various religious traditions as the reason for Adam and 
Eve to be corrupted by the malefic serpent and to commit the original sin. Conversely, from 
another perspective, the serpent may represent the hybrid creature, between water and earth, 
which (who) conveys the Promethean or Luciferic knowledge of good and evil, bringing them 
from potentiality into reality. Lucifer might be considered to be the seraphim who emancipated 
mankind from the tyranny of a patriarchal God and who brought into light the human free will. 
As a consequence, God punishes and banishes them from the Garden of Eden, meaning that 
the divine patriarch establishes a transcendent opposition between Flumanity and Nature. 
Concerning the ecofeminist approach, it is worth to mention the fact that Adam, as an iconic 
image of God the Father, introduces a pattern of hierarchy from the very beginning by naming 
his feminine counterpart; in ancient religions, the name was essentially linked to one's identity: 
"Adam said, This is now bone of my bones, and flesh of my flesh: she shall be called Woman, 
because she was taken out of Man (Genesis 2: 23). 

After the forbidden fruit being consumed, Adam does not behave as if he loves his wife 
and he further creates oppositions by blaming Eve: " The woman whom thou gavest to be with 
me, she gave me of the tree, and I did eat" (3: 12). Doing so, the man externalized his guilt and, 
through the collective condition of the original sin, he institutionalizes the primal guilt and 
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passes it over the woman. Moreover, the post-Edenic social structure has capitalist features 
because, from a social ecological point of view, a hierarchy of power between society and 
nature is established: the land is cursed, it must be cultivated by Man and the human beings are 
coated with animal skins, a powerful symbol for cultural exploitation of animals and natural 
resources. In this context, even though Eve is "the mother of all living" (3: 20), she is severely 
punished by the same patriarchal authority, along with all natural elements : "I will greatly 
multiply thy sorrow and thy conception; in sorrow thou shalt bring forth children; and thy desire 
shall be to thy husband, and he shall rule over thee" (3: 16). This anathema links women's 
suffering to Gaia, the feminine and divine spirit of Nature, and shows that Man has a divine, 
yet undeserved, right over Woman. 

The Tree of Life, from which Adam and Eve did not taste, could give them eternal life. 
It transcends the binary opposition of good and evil and represents both life and death, within 
a continuous cycle of transgression and reborn. When Sethe says: " if I hadn't killed her she 
would have died" (Morrison 114), she actually conveys the meaning of a worthless life without 
freedom and, thus, the sin of killing is associated with freedom, alike the mythical story of the 
original sin when the primordial couple exerted their free will and lost immortality. Continuing 
the analysis upon the main protagonist's trauma, we may infer that "trees function as a screen" 
(Tjemgren 6), allowing one's to suppress painful memories: "Boys hanging from the most 
beautiful sycamores in the world. It shamed her—remembering the wonderful soughing trees 
rather than the boys" (Morrison 3). Another psychological replacement occurs when 
remembering Sweet Home, where trees are more important than the "house of horror". On the 
other hand, trees are linked to men's fate, maybe because there is a symbolical need to protect 
the female counterparts: Sixo is burned next to a tree, Paul A hanged from a tree as probably 
Halle; nevertheless, they do not represent evil because the cruel acts belong to the white men, 
not to Nature itself. 

Another dendrological image relates to creating cultural oppositions when the 
schoolteacher, the male authority, writes slaves' characteristics, using an ink made from trees 
and manufactured by Sethe; "He liked the ink I made" (22); the differences are superficial 
because the discourse of alterity and power is written with the same natural substance with the 
help of which a resemblance between nature, woman, man, white and black is underlined. By 
writing, the authoritative power of the white male embodies into a visual tool of exerting 
hierarchy, contrary to the weak agency of women of color who did not know how to write 
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(Tjemgren 9). After escaping, Sethe sees the white girl Amy Denver "come out the trees" 
(Morrison 105); although she posses the power of whiteness, Amy does not have the authority 
of a high-class man and, thus, shares with the black woman the lack of social power, being 
both "lawless outlaws" (50). When rescuing Sethe, her breath is "like burning wood" (46), a 
symbol for life, power and soul, in the ancient Greek psyche representing the force which 
animates bodies. 

Passing to the narrative present, nature represents a place of psychological solace and 
refuge from the built environment; Denver, Sethe's daughter, named after the white girl, seeks 
spiritual or sexual privacy in the middle of the boxwood bushes: " Veiled and protected by the 
live green walls, she felt ripe and clear, and salvation was as easy as a wish". Here, she felt" 
as a person rather than a structure" (17); the opposition between her, as a woman with free will 
and many desires, and social structures, infused with patriarchal hierarchies of power, is 
mediated by the oppressed nature, which represents a place of inner connections. Baby Suggs 
also uses nature to appropriate black people to the environment; the Clearing, this special place 
within the forest with free individuals instead of trees, represents a place of acceptance and 
communitarian healing, where the body feels as being home. 

Yonder they do not love your flesh. They despise it. They don't love your eyes; they'd 
just as soon pick em out. No more do they love the s ki n on your back. Yonder they flay it. And 
O my people they do not love your hands. Those they only use, tie, bind, chop off and leave 
empty. Love your hands! Love them. Raise them up and kiss them. Touch others with them, 
pat them together, stroke them on your face 'cause they don't love that either. You got to love 
it, you! And no, they ain't in love with your mouth. Yonder, out there, they will see it broken 
and break it again. What you say out of it they will not heed. What you scream from it they do 
not hear. What you put into it to nourish your body they will snatch away and give you leavins 
instead. No, they don't love your mouth. You got to love it. This is flesh I'm talking about here. 
Flesh that needs to be loved (52). 

Accepting is the only way by which the past embraces the future through a present 
process of healing. " The body is important here because it is as a site of pleasure and narrative 

that community sustains the black female body. pleasure and narrative function in the 

development of awareness of one’s embodied self and the body’s relation to the notion of 
home" (Audi 46-47). The tree from Sethe's back represents the scar inscribed by the authority 
of the white man who entered powerfully the virgin landscape of the Black Woman. Being a 
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victim of social and sexual abuses, the main character of the novel has let the dominion of men 
to rule over her natural self and let her individuality to be constructed by the masculine 
authority. Realizing that the past should not be forgotten, but integrated into the present, she 
accepts the slavery and gender sufferings and sublimates them in order to transcend the 
structural "tree" and to transform it into a home inscribed with her own "ink" of ethnic, gender, 
maternal and sexual love. The fragmented past and memories are gathered into a holistic self 
who tastes both evil and good of life. 

Conclusions 

Etymologically and linguistically speaking, to reclaim something means to obtain a 
thing which once belonged to the original owner, in this case, the American African woman. 
She had lost it or it had been confiscated by someone. Thus, her stolen energies are essentially 
hers and the societal hierarchy has been continuously carrying away her power of decision . 
Moreover, to reclaim also means to bring uncultivated areas or wasteland into a condition of 
cultivation. The cultural perception about women is that they are the opposites of the rational 
men who have the noble duty to cultivate and to tame the women's sensibility. On the other 
hand, oikos (from the Greek oiK'og) represents the same root for ecology and economics, 
opposite domains of cultural research, and means house or family. Ecology relates to nature, 
culturally perceived as an alien medium which environs the built or urban medium. Conversely, 
economy relates especially to capitalist societies in which the means of production and human 
needs are far more important than preserving the natural landscape. 

Therefore, these two terms are irreconcilable from a cultural point of view; nevertheless 
they can be married from a postmodern and poststructuralist perspective by deconstructing this 
binary opposition. As inferred before the human social-economic medium and the non-human 
natural one are consubstantial in terms of their mythical, historical and social development, the 
former being a natural extension of the latter. Continuing the previous ideas, reclaiming the 
feminine oikos means for women to take back what was theirs from the dominant men and to 
regain a sense of home and community within the larger ecosystem of nature, society and 
structures of power. Nature is not anymore a neutral environment, which "environs" the human 
minds and society, but an oikos, a home where an ontological continuity between human beings 
and nature is to be observed. Women have become ecological by being a part of nature, not by 
segregating the human existence from its natural counterpart. 


906 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Bibliography 

1. Audi, Evelyn Louise. Exile, Home, and Identity in Toni Morrison. North 
Carolina State University, 2000. Retrieved on 30th of Nov. from 
http://repository.lib.ncsu.edU/ir/bitstream/1840.16/647/l/etd.pdf. 

2. Campbell, Andrea Kate. Narrating Other Natures: a Third Wave Ecocritical 
Approach to Toni Morrison, Ruth Ozeki, and Octavia Butler. Washington State University, 
2010. Retrieved on 29th of Nov. 2015 from 

http://www.dissertations.wsu.edu/dissertations/spring2010/a_campbell_042110.pdf. 

3. Gaard, Greta. Ecofeminism. Women, Animals, Nature. Philadelphia: Temple 
University Press, 1993. 

4. Gaard, Greta. Murphy, Patrick. Ecofeminist Literary Criticism: Theory, 
Interpretation, Pedagogy. Champaign: University of Illinois Press, 1998. 

5. MacGregor, Sherilyn. Beyond Mothering Earth: Ecological Citizenship and 

the Politics of Care. Vancouver: UBC Press, 2006. 

6. Morrison, Toni. Beloved. Retrieved on 29th of Nov. from 
http://publish.uwo.ca/~hamendt/WD%20final%20Project/litertaure/Beloved.pdf. 

7. Tjerngren, Moa. Trunk and Branches - Aspects of Tree Imagery in Toni 
Morrison's Beloved. University of Gavle, 2009. Retrieved on 30th of Nov. 2015 from 

8. http://www.diva-portal.Org/smash/get/diva2:233654/FULLTEXT01.pdf. 

9. http://www.kingjamesbibleonline.org 

Acknowledgement 

This work was supported by the project 

"Sustainable performance in doctoral and post-doctoral research - PERFORM" co¬ 
funded from the European Social Fund through the Development of Human Resources 
Operational Programme 2007-2013, contract no.POSDRU/159/1.5/S/l38963 


907 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


BILDUNGSROMAN CHARACTER IN THE MEMOIRS OF TIMOTEI CIPARIU, 
ION CREANGA AND L UCIAN BLA GA 


Simona Oarga (Pintea) 

PhD Student, ”1 Decembrie 1918” University of Alba-Iulia 


Abstract: Followinging a suggestion from the history of literature, the study we propose aims to draw 
a parallel between Cipariu Timothy's Memoirs, Ion Creanga’s and Lucian Blaga’s. The Bildunsgroman 
character of these writings left as a legacy of literature by these illustrious writers of Romanian culture 
is the red thread running through our approach and gives it unity. 

Memoriile or Inceput de autobiografie of Timotei Cipariu correspond to the rise of the species in our 
literature, but which remain unknown until close to our days. Instead, Amintirile of Creanga, with their 
charm and humour, conquered the public and continues to have a great popularity. Finally, Hronicul 
§i cantecul varstelor of Lucian Blaga is a sample of maturity of Romanian memoirs combined with 
philosophical meditation. Clearly, we face three different approaches of personal history, brought now 
through the author’s writing and designed for the future. The Parallel perspective on them has a double 
purpose: on the one hand to outline their peculiarities which individualize them within the species, and 
on the other hand to highlight their place in the Romanian memoirs. 

Keywords: bildungsroman, memoirs, autobiography, the parallel interpretation, evolution. 


Preluat din limba gemiana termenul bildungsroman indica din punct de vedere literal 
acel „roman care prezinta procesul de formare a unui caracter” 1 , iar intr-un sens mai larg orice 
scriere in proza ce are in centru tema initicrii in viaja, a maturizarii unui personaj” 2 §i care 
prezinta procesul de formare a personal!tapi eroului principal sub influenza cxpericn^ci directe 
„o foaie imaculata pe care viata urmeaza sa i§i puna amprentele decisive” 3 . 

Ne-am oprit atcnpa asupra a trei scrieri din cadrul literaturii romane care prezinta 
cvolupa sau devenirea a tot atatea personaj e in personal i tap marcante ale culturii nap on ale. 


1 Dicfionarul explicativ al limbii romane. Edifia a Il-a, Bucure^ti, Editura Univers enciclopedic, 1998, p. 98. 

2 Camelia Mure^anu, Dicfionar de termeni literari. Editia a Il-a, Bucure§ti, Editura Klim, 2005, p. 32. 

3 Petru Mihai Gorcea, Structura $i mit in proza contemporana (eseu despre destinul literar al «genera{iei 
§aizeci»), Bucure^ti, Editura Cartea Romaneasca, 1982, p. 62. 
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Este vorba despre Inceputul de autobiografie sau Memoriile 4 lui Timotei Cipariu care 
descopera copilaria §i adolescen(a acestuia pana la plecarea la §colile din Blaj in raport strans 
cu familia, cu satul, cu obiceiurile §i datinile locale; de Amintirile din copilarie 5 ale lui Ion 
Creanga care il inlati^caza pe Nica a lui Stefan a Petrei de cand a facut ochi pana cand pleaca 
la §coala de catiheti de la Socola; in sfarsit, de Hronicul §i cantecul varstelor 6 a lui Lucian 
Blaga care „i§i recreaza copilaria, adolcscenta si tinerctca pana in pragul incheierii studiilor 
superioare” 7 . 

Memoriile cipariene, primele aparute in ordine cronologica, sunt considerate un 
adevarat roman autobiografie, „un hronic §i cantec al varstelor ce prcvcstcstc nu numai paginile 
lui Creanga §i Blaga, ci si proza lui Agarbiceanu” 8 , incarcat de nostalgia anilor pctrccup in 
sanul familiei si in satul natal, surprinzand o societate „a carei «suma» intelectuala se cifra in 
perimetrul tradipilor (datine, obiceiuri), a crcdintci (in respectul unei etici, a moralei crcstinc), 
bantuita totu§i de superstipi, de eresuri” 9 . Toate acestea pot constitui „paralele 
convingatoare” 10 in ilustrarea caracterului bildungsroman al operelor in discutic, construit din 
anumite tehnici specifice care se observa atat la nivelul textului cat si al naratiunii: evaziunea 
in trecut, nostalgia amintirilor, relatarea la persoana intai, caracterul real al scriiturii, portretul, 
autocaracterizarea. in acelasi timp caracterul bildunsroman al acestor trei scrieri constituie firul 
ro§u care strabate si da unitate abordarii noastre. 

Lectura paralela sau apropierea Memoriilor cipariene de Amintirile lui Creanga s-a 
impus „de la sine” 11 cum observa istoricul literar Mircea Popa. Dcsi le-au anticipat cu 
aproximativ doua decenii, nu le-au putut concura niciodata in ce priveste popularitatea, cu toate 
ca „sunt cele mai reusite pagini literare ale lui Timotei Cipariu” 12 . Astfel ca „intr-o vreme in 
care memorialistica are de regula subiecte mari si istorice, aceste neinsemnate aventuri 


4 §tefan Manciulea, Timotei Cipariu. Inceput de autobiografie, in „Cultura Crefjtina”, Blaj, Tipografia 
Seminarului, anul XX, nr. 5-6, nr. 7-8, 1940. 

5 Ion Creanga, Povepi, povestiri, amintiri. Cuvant inainte de Domnica Filimon, Bucure^ti, Editura Ion Creanga, 
1987. 

6 Lucian Blaga, Hronicul §i cantecul varstelor. liditie ingrijita, cuvant inainte §i note de Ion Balu, Bucure^ti, 
Editura Ion Creanga, 1984. 

7 Ion Balu, Elevul Lucian Blaga, in Lucian Blaga, Hronicul §i cantecul varstelor. Editie ingrijita, cuvant inainte 
§i note de Ion Balu, Bucure^ti, Editura Ion Creanga, 1984, p. 7. 

8 Ion Buzafi, Timotei Cipariu - scriitorul , Blaj, Editura Buna Vestire, 2005, p. 44. 

9 Timotei Cipariu, Scientia litterarum. Editie, prefaja, micromonografii, comentarii, note enciclopedice, glosar, 
indici, bibliografie de Stela Toma, Bucure^ti, Academia Romana, Eundatia Nationals, pentru $tiinta Arta, 
Institutul de Istorie §i Teorie literara „G. Calinescu”, 2004, p. 340. 

10 Ion Buzafi, op. cit.. p. 44. 

11 Mircea Popa, Timotei Cipariu, ipostazele enciclopedistului, Bucure^ti, Editura Minerva, 1993, p. 116. 

12 Ion Buzafi, op. cit., p. 79. 
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copilarcsti le anticipa izbitor [...] pe ale humule§teanului: o copilarie plina de farmecul 
gesturilor simple, emolionante in ele insele” 13 . Acestora le poate fi adaugat Hronicul lui Blaga. 

Caracterul bildungsroman al unei opere scoate in evident arhitectura textului, 
modalitatea in care textul este tcsut si care se concentreaza in primul rand pe protagonist sau 
narator. Astfel, la varsta maturitapi, nostalgia este cea care ii provoaca talentul de povestitor, 
la intoarcerea spre varsta fericita a copilariei §i la evocarea acesteia din perspectiva maturitapi. 
Astfel toate faptele, evenimentele si intamplarile sunt reliefate din prisma amintirilor, cele care 
fac sa se auda vocea interioara a autorului. Ajun§i la varsta maturitapi, Cipariu si Creanga incep 
sa-si scrie opera in jurul varstei de 40 - 50 de ani, adica 1855, respectiv 1881. Primul dintre 
accstia este manat de dorin^a apriga de a dezvolta §i innoi literatura nationals prin inaugurarea 
unor noi specii literare, in timp ce al doilea este incurajat de bunul sau prieten, poetul 
nepereche, Mihai Eminescu. La randul sau, Lucian Blaga termina primul volum din Hronicul 
§i cantecul varstelor in anul 1946 pe cand avea 51 de ani, inspirat de „Poezie $i adevar , a lui J. 
W. Goethe” 14 . 

Timpul amintirii sau evadarea in trecut 

Bucuria crcapci a dat nastcre unui „timp al amintirii ce leaga faptele intre ele” 15 si 
provoaca evaziunea in trecut, in „spapul predilect de cxistcnta al creatorului” 16 , transformandu- 
1 pe autor intr-un calator atat spre faptele §i evenimentele petrecute candva demult, dar §i spre 
trairile §i sentimentele sinelui „pe care el le poate reprezenta cel mai bine” 17 , osciland astfel 
intre subiectiv §i obiectiv. La acestea se afiliaza diversele formule prin care se invoca vocea 
interioara a autorului pentru a se face auzita §i implicit cunoscuta. Simplitatea si dclicatctca 
formulelor lui Cipariu ce devin marci ale subicctivitapi scot in cvidenta memoria fidela a 
acestuia „Cu cata dulcea^a mi-aduc aminte...”, „Mi-aduc aminte...”, „§i io, care-mi aduc 
aminte...” sunt completate de o evidenta dorinta de a se distinge prin aceasta de altii la Creanga 
„Stau cateodata si-mi aduc aminte”, „Nu §tiu all,ii cum sunt, dar eu...” pentru ca apoi la Blaga 
sa se transforme intr-o impletire armonioasa a cuvintelor „Inceputurile mele stau sub 
semnul...”, „imi aduc aminte cu satisfac|ie...”, „Ma opresc ca sa-mi amintesc...”. Toate aceste 


13 Nicolae Manolescu, Prima autobiografie romdneasca, in „Ateneu”, nr. 7, 1989, p. 9. 

14 Ion Balu, Elevul Lucian Blaga, in Lucian Blaga, Hronicul cantecul varstelor , pp. 7-8. 

15 loan Holban, Literatura subiectivd I. Jurnalul intim. Autobiografia literard, Bucurefjti, Editura Minerva, 1989, 
p. 187. 

16 Mircea Popa, op. cit., p. 14. 

17 Ibidem.. 
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formulari indica intoarcerea in timp prin intermediul amintirii sau al memoriei si dezvaluie o 
cautare a originilor prin care autorul isi reconstituie propriul sau drum, propria sa devenire 
alcatuita din acele fapte care merita sa fie relatate intrucat au avut un rol in formarea sa. Acest 
aspect ofera textului autenticitate. 

Intr-un atare context, se remarca mai intai fragmentele autobiografice ale lui Cipariu 
considerate a fi „proza curata, cu iz de bucoavna §i carte veche” 18 . Acestea dobandesc o valoare 
si mai mare daca se adauga faptul ca stau la inceputurile speciei memorialistice, intrucat prin 
ele autorul „a cucerit o zona necunoscuta inca din misteriosul taram al literaturii in vreme ce 
posteritatea va descoperi fapte demne de interes public §i fisiologic” 19 . Memoriile propriu-zise 
sunt „scrieri care consemneaza o experien|a proprie, acpunilc traite de autorul insu§i” 20 §i intra 
in sfera literaturii deoarece de aici se na§te placerea de a povesti, care „se impletcstc la scriitorii 
memorialist! cu placerea de a-§i aminti” 21 fixand astfel fapte, evenimente, locuri, oameni, care 
nu pot fi trecute cu vederea. Scriitorul Cipariu, plin de imaginable, poveste§te si judeca in 
acclasi timp, patrunzand astfel intr-un orizont al literaturii aflata intr-o „varsta de cre§tere, 
varsta juvenila, a elanurilor aurorale, a exaltarilor §i contraindicapilor de tot felul si, mai presus 
de orice, a participarii la Istorie” 22 . Prin impunerea unei noi specii literare contribuie astfel la 
valorificarea si dezvoltarea spiritului cultural, artistic, dar si patriotic intr-o epoca ce 
„reprezinta varsta constituirii depline a literaturii noastre nationalc, pe fondul unui etnicism 
cultural de esen^a latina” 23 . A§adar, pornind de la propriile sale amintiri carora le da un caracter 
artistic, Cipariu recompune piesa cu piesa o lume intreaga, cu oameni, obiceiuri si c red into „un 
univers arhaic, cu evenimente §i datini bine rostuite, o lume a trudei, dar a intclcgerii superioare 
a rostului existential in perpetuarea traditiilor si a fiin|ei neamului dincolo de vicisitudinile 
clipei §i asupririle istoriei” 24 . in cazul lui Creanga, evadarea in trecut reinvie, cu mult umor, 
mai ales ndzdrdvdniile lui Nica, inconfundabile §i desavanptc prin caracterul lor pur copilaresc 
si hazliu. La Blaga, timpul amintirii nu este o simpla „retrospectiva autobiografica, in sensul 
strict al cuvantului, ci mediteaza la cristalizarea personal itap i sale intelectuale, prin intermediul 
unei narapuni confesive, a unei povestiri ...” 25 . 

18 Ibidem, p. 123. 

19 loan Holban, op. cit., p. 20. 

20 G.G.Ursu, Memorialistica in opera cronicarilor, Bucure§ti, Editura Minerva, 1972, p. 5. 

21 Ibidem. 

22 Alecsandri §i literatura pa.pjptista. Antologie comentata de Florea Firan fi Constantin M. Popa, Craiova, Editura 
Scrisul Romanesc Fundapa, 2008, p. 5. 

23 Ibidem. 

24 Mircea Popa, op. cit. , p. 116. 

25 Ion Balu, Elevul Lucian Blaga , in Lucian Blaga, Hronicul$i cantecul varstelor , p. 8. 
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intre fragmentele memorialistice, Inceput de autobiografie a lui Timotei Cipariu titlu 
dat de §tefan Manciulea, sau Memoriile cum corecteaza Maria Protase, ocupa un loc aparte, 
constituie „adevarata opera, probabil prima de la noi, cu un deceniu inaintea celei lui 
Aricescu” 26 . Cu astfel de ganduri pornestc §i Cipariu in calatoria sa printre faptele §i 
evenimentele trecutului sau, influen|at de tendin|ele epocii pasoptistc, creand astfel „un mic 
roman autobiografie, un fel de Bildungsroman” 27 . Cipariu este convins ca memoriile viefii sale 
constituie o specie noua in literatura, echivaland „initiativa cu insu§i actul de constituire al 
genului, in acccppunca sa modema la romani” 28 . Este evident faptul ca prin oferirea vicfii sale 
ca model dore§te sa trezeasca spiritul conationalilor si sa creeze astfel literatura. Aceasta scriere 
trebuie sa aiba un caracter original precum a lui C. A. Rosetti, Ha§deu sau Titu Maiorescu. 

Nostalgia sau unde e§ti copilarie? 

Sentimentul care a stat la baza nasterii acestor pagini memorialistice este nostalgia, 
izvorata din dorinta de „intoarcere spre izvoare, ca o compensatie la vitregia vremurilor” 29 si 
care transpare atat in limbajul autorilor, cat §i in fonnulele prin care invoca trecutul. La 
Creanga, acesta se manifests prin „unde joviale” 30 , la Cipariu nostalgia este de natura „grava, 
solemna” 31 , iar la Lucian Blaga este meditate care incearca sa dezlege tainele vietii sale prin 
simbolistica cdntecului varstelor 32 . Autobiografia „plina de intensa poezie” 33 a acestui mare 
ganditor al neamului nostru, §i el produs al Ardealului, confine un farmec aparte dat de 
simplitatea conceperii, dezarmand cititorul prin naivitatea ce respira din randurile carl,ii. 
Observam, ca fund comun celor trei autori, faptul ca amintirile ce le inunda sufletul §i intreaga 
(iinta ii coplescstc. Prin urmare, scrierile acestora dobandesc un pro fund caracter melancolic. 

Nostalgia inllucntcaza si scopul cu care memoriile sunt scrise. Bunaoara, Cipariu scrie, 
cum marturiscstc inca din primele pagini ale Memoriilor sale: „De mult mi-am fost propus sa 
incep a scrie o specie de memoriu din via^a mea, si din cele ce am ajuns si cunoscut eu; nu ca 
doara acestea ar fi cu totul demne de neuitat, cu toate ca vor fi intransele unele nu numai de 


26 Nicolae Manolescu, Prima autobiografie romaneasca, p. 8. 

27 Ion Buzafi, op. cit.. p. 43. 

28 Maria Protase, Studiu introductiv, la Jurnal, p. 6. Ideea este subliniata fi de Ion Buzafi, Timotei Cipariu - 
scriitorul. p. 43. 

29 Mircea Popa, op. cit., p. 115. 

30 Ion Buzafi, op. cit., p. 79. 

31 Ibidem. 

32 Ion Balu, Elevul Lucian Blaga, in Lucian Blaga, Hronicul fi cantecul varstelor, p. 9. 

33 Ion Rotaru, O istorie a literaturii romane (De la 1900pdna la cel de al doilea razboi mondial), vol. II, Bucurefii, 
Editura Minerva, 1972, p. 429. 
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interes istoric, ci chiar §i filologic, ci ca sa dau de se poate oare§care impuls conaponalilor mei 
la asemeni scrieri originale, a caror prcl, la toata [injtamplarea pentru istoria §i literatura 
popoarelor [este] prea insemnat, si iara§i pentru ca oarecum prin atare scrisoare lasata poporului 
meu, de va merita a II consultata cand §i cand, ma voiu vedea nu de tot a fi mort §i dupa moarte- 
mi, ci sufletul meu inca va via intru acest popor, [pe] care Providenta mi-l-a asemnat ca sa-mi 
fie pe pamant parinte si frapctatc, §i de care nice dupa moarte-mi nu voiu a ma dcsparp” 34 . 
Nostalgia poate fi remarcata nu numai raportat la trecut, ci si la viitor. A§a cum in trecut a fost 
legat de familia, de satul natal, de neamul sau, oferind „o perceptie vie a lumii traite” 35 cu 
datinile si obiceiurile locale, cu credintele si superstitiile ei populare si care a avut un rol in 
formarea sa ca om, tot astfel, prin faptul ca ascaza in scris unele din aceste amintiri care au 
contribuit la transformarea sa, pn teste sa ramana in memoria vie a neamului sau. Sunt evidente 
aici nostalgia §i melancolia. 

Pe de alta parte, Creanga incearca in Amintirile din copilarie surprinderea „ritmurilor 
existen^ei eului narator §i ale eului erou” 36 . Se cvidcnpaza limbajul cu caracter umoristic din 
care totu§i razbate nostalgia pe care o simte in anumite momente: „Stau cateodata §i-mi aduc 
aminte ce vremi si ce oameni mai erau in parple noastre, pe cand incepusem si eu, dragalil,a- 
Doamne, a ma radica baic|,as la casa parintilor mei, in satul Humulcstii, din targ drept peste apa 
Neamfirlui; sat mare §i vesel, imparpt in trei par^i care se pn tot de una: Valea Satului, Delenii 
si Bejenii” 37 . in privinta lui Lucian Blaga, intoarcerea spre originile sale, anii copilariei §i 
adolescenlei, coincide cu o cunoastere de sine: „Cartea cuprinde trecutul meu citit in palma 
mea de poetul din mine. Vezi Tu prin urmare ca nu s-ar putea pretinde ca ar fi o carte de 
«amintiri». De aceea acest cuvant nu apare nici macar intr-un subtitlu banuit, dar inexistent” 38 . 
Folosind o naratiune confesiva, filosoful din Lancram, reconstituie fragmente din anii copilariei 
pctrccup in sanul familiei sau la §coala, cu scopul de a identifica formarea staturii sale 
intelectuale si spirituale, imbibate de evidente accente melancolice. 

Eul interior §i autocaracterizarea 

Amintirile lui Creanga nu sunt decat rememorarile unui adult coplesit de aduceri- 
aminte, pe care insa nu le ofera cronologic, ci sub influenza memoriei afective. Astfel, 


34 Timotei Cipariu, Jurnal, p. 29. 

35 Mircea Popa, op. cit., p. 113. 

36 loan Holban, op. cit., p. 186. 

37 Ion Creanga, op. cit., p. 190. 

38 Ion Balu, Elevul Lucian Blaga , in Lucian Blaga, Hronicul..., p. 8. 
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descopera prin modalitatea narativa de relatare la persoana intai „un mijloc de a-§i exprima 
fiint,a interioara, cxpcricnta omului §i personalitatea artistului, ce se intalnesc in actul 
scrisului” 39 . Pe masura ce scrie opera, alaturand sccvcn^a cu sccvcn^a, Tsi creeaza propriul eu, 
dar si perspectiva narativa subiectiva ce evoca nazdravaniile copilului neastamparat, domic sa 
se joace si sa-§i traiasca in deplina libertate de mi scare copilaria, ceea ce nu gasim la copilul 
Timotei Cipariu. Acesta din urma este mult mai rezervat, mult mai ascultator „Frate-meu era 
june, eu eram prune, si ficstccarc urmam petrecerile sale” 40 . De cealalta parte in Hronicul $i 
cantecul varstelor asistam la „istoria formarii stmcturii spirituale a lui Blaga” 41 sau 
„autobiografia formarii omului, ganditorului si artistului” 42 , in mod cscntial o descoperire de 
sine sau a propriului eu interior. 

Perspectiva asupra propriei persoane este mult mai saraca daca este scoasa din contextul 
in care se mi sea §i se transforma. Autorii no§tri i§i descopera eul interior in stransa legatura cu 
lumea in care devin consticnp de propria cxistcnta. De exemplu, in cazul Cipariu: „Copilul 
create intr-un sat mitic si folcloric” 43 incarcat cu datini si obiceiuri dintre cele mai frumoase, 
mentinute vii in mintea sa datorita vocii mamei sale, care nu inceta sa-§i educe zi de zi pruncii 
si sa le povesteasca basme si sa le cante balade, in vacate de la „buna mea”, impregnandu-i astfel 
dragostea fat,a de neam §i fa^a de originile sale rurale. Copilul Cipariu este parta§ la vial,a satului, 
la tradifiile sale, la rcalitaplc vremii, dintre care amintim: pregatirea de sarbatori, hora satului, 
participarea la Sfanta Liturghie duminica §i in zi de sarbatoare, rostirea mgaciunii in familie si 
altele. „In sat era datina, ca vara in toate duminicile §i sarbatorile dupa ameazi, feciorii §i fetele 
sa se adune intr'un loc, sau intr'altul se joace §i sa-§i petreaca” 44 . Preocuparile §i indeletnicirile 
oamenilor sunt surprinse §i imparta§ite si de Ion Creanga, care se simte mandru de satenii sai 
„S-apoi Humule§tii si pe vremea aceea nu erau numai asa un sat de oameni fara capatai, ci sat 
vechi razascsc, intemeiat in toata puterea cuvantului: cu gospodari tot unul §i unul, cu flacai 
voinici si fete mandre, care §tiau a invarti si hora, dar §i suveica, de vuia satul de vatale in toate 
parole; cu biserica frumoasa §i ni§te preoji, §i dascali, §i poporani ca aceia, de faceau mare 
cinste satului lor” 45 . In mintea §i sufletul copilului Blaga, satul primcstc conotajii noi, in 

39 loan Holban, op. cit., p. 186. 

40 §tefan Manciulea, Timotei Cipariu. Inceput de autobiografie, in „Cultura Cre^tina”, Blaj, Tipografia 
Seminarului, anul XX, nr. 5-6, 1940, p. 327. 

41 George Gana, Opera literara a lui Lucian Blaga, in Lucian Blaga, Hronicul §i cantecul varstelor, Chisinau, 
Editura Hyperion, 1993, p. 31. 

42 Ion Rotaru, op. cit., p. 429. 

43 Ion Buza§i, op. cit., p. 45. 

44 §tefan Manciulea, Timotei Cipariu. Inceput de autobiografie, nr. 5-6, p. 327. 

45 Ion Creanga, op. cit,, p. 190. 
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mijlocul acestei lumi el palpita cand de mirare cand de spaima, deslu§ind „o zona de minunate 
interference: aici realitatea cu temeiurile ei palpitante se intalnea cu povestea si cu mitologia 
biblica ce-§i aveau §i ele certitudinile lor” 46 . Vechimea locurilor §i cladirilor il sperie pe Blaga, 
iar intr-o inchipuire cutremurata evoca „Oraselul Scbcs-Alba, de-o infati^arc in parte medieval- 
germana, in parte tipic burgheza, izbutea, azi putin, maine pu|in, sa ma lege de ale sale colt,uri, 
fapturi §i privclisti. Mai mult de jumatate din populate era romaneasca, dar atmosfera ce se 
raspandea din centra se datora burgheziei sase§ti cu a§ezarile ei seculare. Aspecte §i duhuri cu 
totul opuse se intalneau uneori in compromisuri fircsti, ce impramutau urbei un farmec 
bastard” 47 . 

Autocaracterizarea ne ofera posibilitatea de a patrande in profunzimea sufleteasca a 
celor trei scriitori, descoperind propria lor conccptie si viziune, atat despre sine cat si despre 
lume. „Cu totul alta stuctura §i cultura sufleteasca” 48 are Cipariu, care e asemenea unui copil 
cuminte, rezervat, „prematurizat” 49 si autodidact, care nu se regascstc in personajul zburdalnic 
a lui Nica, ce „avea cu totul alta fire” 50 , fara ganduri, fara rcsponsabilitap, liber sa-si traiasca 
varsta cea mai frumoasa a viefii: „§i eu eram vesel ca vremea cea buna §i sturlubatic §i copilaros 
ca vantul in tulburarea sa” 51 . Viitorului preot, Cipariu, ii „lipsesc intamplarile nastra§nice, 
nazdravaniile” 52 §i confera faptelor §i intamplarilor relatate prudcnCa, prevestindu-i parca 
ipostaza de impatimit al carplor si al studiului prin care culege „rodul propriilor ambifii §i 
eforturi” 53 : „Ci si eu, pre cat imi aduc aminte, toata voia le implineam, nici imi aduc aminte ca 
parintii mei sa ma fi batut, au mustrat macar decat odata” 54 . O fire asemanatoare este si cea a 
ganditorului §i filosofului Lucian Blaga, care dorea sa-si cultive spiritul in scopul insusirii si 
stapanirii diferitelor domenii ale cunoasterii umane 55 : „Eram firav. Un pumn de tarana 
stravezie. Ma intrebam daca voi razbi cel putin pana in anii adolescen|ei, cand voi putea sa 
intcleg si mesajul Poetului, al acestuia §i al altora. Ma bantuia, pentra clipe, o indoiala cat 
privcstc puterea mea de via|,a. Cu gandul pierdut, imi cercetam mainile impotriva soarelui, imi 
tineam degetele in sus ca ni§te Cevi de orga, §i priveam. Zaream printre ele, c-o strangere de 


46 Lucian Blaga, Hronicul $i cantecul vdrstelor, pp. 38-39. 

47 Ibidem , p. 56. 

48 Nicolae Manolescu, Prima autobiografie romaneasca, p. 8. 

49 Ion Buza§i, op. cit , p. 46. 

50 Timotei Cipariu, Scientia litterarum, p. 340. 

51 Ion Creanga, op. cit., p. 207. 

52 Ion Buza§i, op. cit, p. 44. 

53 Mircea Popa, op. cit., p. 16. 

54 §tefan Manciulea, Timotei Cipariu. Inceput de autobiografie, nr. 5-6, p. 327. 

55 Ion Balu, Elevul Lucian Blaga, in Lucian Blaga, Hronicul §i cantecul vdrstelor, p. 11. 
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inima, aurora sangelui rar §i subtire” 56 . Ca un revers al unei copilarii plina de nazbatii, eroul 
Nica capata con^tiinta de sine: „Ia am fost §i eu, in lumea asta, un bot cu ochi, o bucata de huma 
insufletita din Humule§ti, care nici frumos pana la douazeci de ani, nici cuminte pana la treizeci 
si nici bogat pana la patruzeci nu m-am facut. Dar §i sarac asa ca in anul acesta, ca in anul 
trecut si ca de cand sunt, niciodata n-am fost” 57 . 

Dincolo de sanul familiei, intalnirea cu scoala inseamna pentru eroii nostri o noua etapa 
in devenirea lor. Pentru Nica, plecarea la scoala de catihcti de la Socola a insemnat dcspartirca 
cu greu si fara vointa sa de satul natal §i implicit de copilarie. §i pentru Blaga copilaria, cu 
nazbatii savar§ite alaturi de ceilalfi copii din sat, a insemnat libertate, astfel cu greu isi insuscstc 
scrisului §i cititului, iar la varsta de §ase ani este nevoit sa urmeze voia tatalui sau de a incepe 
scoala, in timp ce pentru Cipariu contactul cu cartea a contribuit la aflarea scopului sau in via^a, 
descoperirea adevaratului sens al victii sale, reprezentand astfel „episodul cel mai original din 
literatura noastra” 58 : „Acea ardoare §i nespusa placere catre carti, de atunci imi ramase nestinsa 
in toata viata mea pana in aceste zile tarzii in care scriu acestea: ea fu cauza principals a soartei 
mele” 59 . In mod asemanator filosoful din Lancram este infa|i§at ca avand „capul plin de 
metafizica nemteasca §i o constitutie psihologica cu totul aparte” 60 , §i o personalitate impartita 
intre extreme „tacut si exploziv, in acelasi timp, firav, delicat §i plin de un vitalism exuberant, 
totodata, senzual si grav, deopotriva” 61 . 

Prin ochii de copii 

Textul operelor este presarat pe alocuri cu mici portrete, ce apart in oamenilor dragi din 
viata sa (bunici, paring, fratele si prietenii) pe care li admira si de la care invata multe, realizate 
prin tehnica detaliului tocmai pentru a scoate in evidenta caracterul real al scrierii. 

Tehnica portretului aduce in prim plan familia si in special parintii, carora atat Cipariu, 
cat si Creanga si Blaga le acorda o importanta deosebita. Timotei Cipariu creioneaza atat 
portretul tatalui: „Tatal-meu era om de statura de mijloc ca §i mine, caruia ii saman incatva, 
mai ales la dinfi si la par. [...] era om serios §i aspru; multe necazuri ce le suferi in tinerete, il 
facuse §i mai mult. [...]”, cat §i pe cel al mamei: „Maica-mea inca a fost muere de mijloc la 

56 Lucian Blaga, Hronicul $i cantecul varstelor, p. 58. 

57 Ion Creanga, op. cit.. p. 227. 

58 Timotei Cipariu, Scientia litterarum , p. 341. 

59 §tefan Manciulea, Timotei Cipariu. Inceput de autobiografie, in „Cultura Cre§tina”, Blaj, Tipografia 
Seminarului, anul XX, nr. 7-8, 1940, nr. 7-8, p. 399. 

60 Ion Rotaru, op. cit , pp. 429-430. 

61 Ibidem , p. 430. 
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statura, ci intreaga la gura pana la moarte, §i cu par mult. [...] i-a fost sol,ic credincioasa pana la 
moarte, ea se nevoia a plini toate lipsele casei, a suferi chiar si maltratarile nemeritate dela 
tatal-meu, a§i griji §i a§i cre§te pre fii, cu o amoare §i dulcea^a nemasurata §i cu toate acestea 
niciodata nu-§i pierdu voio§ia, ce o caracteriza in toata vial,a ei” 62 . 

Figura tatalui este imbogapla cu noi linii de portret care reprezinta tot atatea momente 
din devenirea copilului. Unul dintre ele este mva|atura, iar tatal este cel care i-a facut cunoscute 
„buchile §i a sloveni in vre-o trei-patru ierni” 63 pana pe la varsta de saptc ani, cand reu§e§te 
spre propria-i uimire sa citeasca „ca si cand mi s'ar fi luat o ccat,a de pe ochi” 64 primul sau text 
dintr-o Bucoavna romaneasca intitulat Crezul. Momente ca acesta constituie transformarea 
copilariei lui Cipariu intr-o „varsta a imperii, a dcpasirii mediului natal cu tot ce-i putea oferi 
acesta, pentru a deveni consent de propria-i individualitate” 65 , cum de alfel singur 
martutise§te: „...cu inceputurile invalaturei de carte, simtai a se face o stramutare mare in 
puterea §i ideile mele cele copilarcsti. Dupa ce incepui a sti lege (ceti) cuvinte in carti, cele lese 
facura §i faceau o impresiune afunda in cugetul meu, §i eu, carelem-mi aduc aminte cate 
secaturi §i nebunii faceam si vorbeam inainte de a invata carte, ma aflai dupa aceea cu totul 
altul” 66 . in mod similar si la Ion Creanga figura tatatului este prezenta si ferma in momentele 
importate legate de viitorul copilului. §tefan a Petrei roste§te raspicat despre viitorul fiului sau: 
„Are sa urmeze cum §tim noi, nu cum vrea el, ca doar nu-i de capul sau” 67 , preocupat fund 
deopotriva de soarta copiilor care raman acasa si in mainile cui lasa familia. Nu in ultimul rand, 
tatal lui Lucian Blaga poseda o biblioteca bine dotata, oferindu-i astfel copilului posibilitatea 
intalnirii cu diverse carti interesante si atragatoare: „Nu mai eram singur. Ma intalneam cu 
cineva. imi confruntam gandurile cu ale unor semeni, cari gandisera si ei la fel [...] ma vedeam 
in slujba unor criterii de cari se calauzeau si altii” 68 . 

De acelcasi completari portretistice se bucura si figura mamei, care este prezenta in 
cducapa lui Timotei Cipariu: ea este cea care il duce la §colile din Blaj, ii insufla dragostea 


62 §tefan Manciulea, Timotei Cipariu. Inceput de autobiografie , nr. 5-6, p. 327. 

63 Ibidem , nr. 7-8, p. 398. 

64 Ibidem. 

65 Ion Buzafi, op. cit , p. 47. 

66 §tefan Manciulea, Timotei Cipariu. Inceput de autobiografie , nr. 7-8, p. 398. 

67 Ion Creanga, op. cit., p. 255. 

68 Lucian Blaga, Hronicul fi cantecul varstelor, p. 89. 
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pentru folclor 69 ; al carei glas inconfundabil venea din „a patra dimensiune a spapului” 70 , cea 
care 1-a vegheat cu bagare de seama inca din primii ani de viat,a si care ii face cuno§tin^a cu 
pove§tile si basmele populare copilului Lucian Blaga; care „era in stare sa torca in furca §i sa 
in vat mai departe. §i tot cihaia mama pe tata sa ma mai deie undeva la scoala 

* * * 

Autorii acestor pagini, oameni ajunsi la maturitate, evadeaza in propriul trecut, 
selecteaza intamplari, fapte si evenimente pentru a-§i descoperi si pentru a descoperi si altora 
parcursul lor formativ. Perspectiva omului matur capabil sa analizeze §i sa prezinte elementele 
trecutului sau care au contribuit intr-un fel la fizionomia persoanei din prezent este dublata de 
perspectiva cmoponala. Amintirea provoaca cand nostalgie, cand melancolie, cand pe 
amandoua. De aceea, narapunca este discontinue, inregistreaza selectiv evenimentele §i 
persoanele rctinandu-le pe cele considerate mai insemnate §i care au ramas vii in mintea si 
sufletul protagonistului. 

De asemenea, faptul ca relatarea are in centra pe insu§i autoral ei, confera autenticitate 
si credibilitate faptelor ce compun universul memorialists. Astfel, prin intermediul amintirilor 
Cipariu, Creanga §i Blaga retraiesc momente unice, de neuitat din perioada de inipcrc, pe o 
plaja temporala ce cuprinde copilaria §i adolescent, etape hotaratoare in modelarea lor ca 
oameni. 

Maturizarea sau icprca din mitul copilariei a insemnat implinirea unei dorintc ascunse 
in sensul cunoa§terii in cazul lui Cipariu, pierderea libcrtapi §i a zilelor cu joaca si voie buna 
in cazul lui Creanga §i descoperirea misterelor lumii in cazul lui Blaga. 

Lectura paralela a acestor opere ne descopera de fapt trei trasee de formare, devenire 
sau de cristalizare a unor personal itap distincte. Cu toate ca drumul fiecarai personaj urmeaza 
propria matca, propriul destin, propria vocapc, lotusi toate trei au un numitor comun in 
caracterul bildungsroman. 


69 „Cand eram prune in toate serile, mai ales de iarna cand noptile sunt lungi p muierile au mult de a toarce, maica- 
mea §edea pana tarziu torcand la foe, p de nu era altul eram eu langa dansa ascultand-o cantand cantecul lui Monu- 
talhariul, a lui Petru din lunca, p alte mai multe care le-am uitat. Ca nu-mi aduc aminte sa o fi auzit cantand 
cantece lumepi ca ale fetelor, precum nice nu i-s'ar fi cazut, p eu nici odata nu ma culcam pana nu se culca mama 
oricat ma ruga. Precumca nu piam ce valoare au asemeni cantari, inca p dupa ce am crescut mare, nu le-am piut 
pretui, sa le adun din gura ei, ear cand am piut a le pret;ui, acea gura armonioasa era amutita subt pamant”, §tefan 
Manciulea, Timotei Cipariu. Inceput de autobiografie, nr. 7-8, p. 393. 

70 Lucian Blaga, Hronicul §i cantecul varstelor, p. 37. 

71 Ion Creanga, op. cit.. p. 195. 
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A GLIMPSE INTO WUTHERING HEIGHTS 


Elena Atudosiei 

PhD Student, ”A1. loan Cuza” University of Iasi 


Abstract: There are various aspects one can analyse when speaking about the works written by the 
Bronte sisters and different interpretations have been presented over the years. We will focus on Emily 
Bronte's novel, "Wuthering Heights", on the characters and on what they stand for. We will focus 
especially on Catherine and Heathclijf, while bringing into discussion other important characters as 
well, from a feminist perspective, with elements from psychoanalysis. In order to do so, we will also 
highlight certain aspects regarding the Victorian Age in order to see the role played by context in 
building and analysing the characters and their motivation. 

Key words: wuthering heights, emily bronte, feminism, psychoanalysis, the Victorian age 


Wuthering Heights is the only novel written by Emily Jane Bronte, one which was not 
considered commercially successful by the time she died. It was not known during her lifetime 
that the author was a woman; since women writers were not particularly well received in the 
nineteenth century, the Bronte sisters chose male pseudonyms. We must view the critical 
reception of Wuthering Heights from this perspective: if the author was a man, the style in 
which it was written and the power that shocked contemporary critics was perfectly acceptable 
and admired... but the same cannot be said if the story was the product of a woman’s mind. 
Besides the fact that it would be considered beyond good taste, it was difficult to accept that a 
respectable woman could create such a novel. It was a time when a book was judged not only 
from an aesthetic perspective, but also through the prejudices concerning the role of women in 
society. Those hke George Henry Lewes looked down upon women writers, claiming that they 
should fill their time with other (domestic) activities. If, by any chance, they could write, they 
should not develop their talent. Many others shared his opinion, so women who did want to 
write had to go against the conventional image of a perfect lady (the angel of the house, 
submissive, gentle, calm, loving). Just hke her sisters, Emily Bronte understood that if she 
signed her prose and poetry with her real name, she risked being overlooked. Having to resort 
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to a male pen name to even hope that she will be taken seriously reflects some of the attitudes 
that held women back in the nineteenth century. 

Emily Bronte never married, she had quite a reclusive life and she was suffering from 
tuberculosis when the novel was written and published. Homesickness and depression did not 
allow her to spent too much time away from home, so it was only for short periods that she was 
away at school, as a student or as a teacher, or somewhere else working as a governess. And 
yet she created a brilliant work of fiction. The question many asked themselves was “how did 
she do it?”. One of the hypotheses was that Wuthering Heights actually belonged to Charlotte 
Bronte. Such an idea seems to be the basis for melodrama and it can be proven wrong by simply 
taking the time to analyse this novel in comparison to Jane Eyre by looking at the style and 
way in which the main characters are built, as well as at the ethical and psychological 
perspectives 1 . Everything is different, starting from certain aspects concerning the lives of the 
two sisters: while Emily was educated mostly at home, Charlotte travelled more and had the 
opportunity to see the world through different eyes. What about the characters? Jane Eyre is fit 
for melodrama, but Catherine is the type of character found in a tragedy. Jane is true to herself 
and refuses any compromise (like becoming Rochester’s mistress or St John’s wife). Her 
nature, her essence is placed above what was considered proper within society. What happens 
to Catherine is a whole different story. Let us look at the fact that she writes her name in three 
different ways (Catherine Eamshaw, Catherine Heathcliff and Catherine Linton). “Eamshaw” 
is the name of her father, but the other two names mark the fact that she cannot find her own 
identity because she is tom between two men (between the id and the super-ego, nature and 
society), something that will lead her to an early grave. Her signing in different ways may also 
be a symbol for the lack of identity of women in a patriarchal society 2 . The answer to the 
previous question would be that Emily Bronte was able to imagine a work like the one she left 
behind because, like Jane Austen before her, she was a genius writer. 

Margaret Homans draws a parallel between Lockwood and Catherine, starting from 
Jacques Lacan’s psychoanalytic theory (boys and girls enter language differently; the boys 
learn to look for substitutes of their mothers and move more easily into the linguistic realm). 


1 Cutitam, Codrin Liviu. Femei victoriene, Romania literara, nr 40/ 9 octombrie 2009. 

2 Some eighty years later, we see that the issue of female identity is a literary theme still present in the works of 
writers like Virginia Woolf. From the very first pages of Mrs Dalloway , we meet the protagonist and one of the 
most important things we learn about her is that she is no longer Clarissa, she is simply Mrs. Richard Dalloway. 
The young girl she once was and the married woman have little to nothing in common. Clarissa lost her identity 
and became more like an extension of her husband. 
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He prefers substitutions over something real. The girl he liked stopped being desirable the 
moment she gave signs that she might return his feelings. When he goes to Thrushcross Grange, 
Cathy becomes his new object of desire, although she does not know anything about this. Just 
like he cannot face his feelings, he cannot face nature directly. On the other hand, Catherine 
embraces it, preferring to spend her time in the moors rather than studying and spending her 
time indoors. Her preferences are not to be attributed to all women; we see that her daughter, 
Cathy, tries to educate Hareton (who will eventually become the new master of Wuthering 
Heights) and she does her best to be a part of the patriarchal world. In the end, she is to be 
married and, by stepping into a new phase of her life, she will take on not only her husband’s 
name, but also that of her grandfather. It is suggested that Bronte draws two responses to the 
issue of women estrangement: up to a point, Catherine refuses to enter what Lacan calls “the 
Symbolic Order” (when she does try to rise to the expectations of society, she ends up 
destroying herself). Cathy is different because she not only enters the Order, but she learns in 
time how to make use of it, even if not with the same authority as men do. From this point of 
view, Cathy is like Bronte herself, although Homans implies that maybe a situation like 
Catherine’s, away from the order, would be tempting for the writer. Because she decided to 
write, Emily Bronte tried to give a new definition to her gender, forming a new relation with 
men, language and writing. 

Sandra Gilbert and Susan Gubar name Wuthering Heights a “Bible of hell” and present 
the influence Milton’s Paradise Lost had on this novel: we see heaven and hell (which, for 
Catherine, are the equivalent of Wuthering Heights and Thrushcross Grange, of nature and 
society), where Heathcliff is seen as the devil 3 (or a Byronic hero) who brings rebellion in 
heaven and where “the fall” of the two characters is presented. But which place is heaven and 
which one is hell? One would be tempted to say that Wuthering Heights stands for nature, 
wilderness and hell, while Thrushcross Grange is a symbol for civilisation and heaven. And 
that is probably true, but not for Catherine. For her, there is no better place to be than Wuthering 
Heights 4 , where she could be free and happy with Heathcliff. Once she exits this secluded 
place, the girl becomes a woman, but during this process she loses her identity and in the end 
she is destroyed by what is seen as heaven. She feels imprisoned and her health starts to decline, 

3 E.g. In chapter 13, Isabella asks: “Is Mr. Heathcliff a man? If so, is he mad? And if not is he a devil?” 

4 “If I were in heaven, Nelly, I should be extremely miserable. [...] 1 dreamt once that I was there. [...] heaven 
did not seem to be my home, and I broke my heart with weeping to come back to earth; and the angels were so 
angry that they flung me out into the middle of the heath on the top of Wuthering Heights, where I woke sobbing 
for joy.” (chapter IX) 


923 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


with no hope of ever getting better, even when her childhood friend returns. She can no longer 
return to girlhood and the only available path leads towards “madness” and self-destruction. 
We are told that it is impossible to escape a system which denies women their autonomy and 
free will. Heathcliff, the one who (according to Catherine) is more like herself than she is, 
comes back, but they can no longer become one. Her fall is not without consequences even 
after she is no longer alive, influencing the destinies of her daughter (who manages to save 
herself) and of Isabella Linton, as we will see later on. 

Gilbert and Gubar also draw parallels between Bronte’s creation and Shelley’s 
Frankenstein , highlighting some of their common features from which we get a clear image of 
what interests us - the way in which Bronte builds a new universe (full of mysteries and 
unsolved problems, a true puzzle) and, more importantly, the characters that inhabit this world. 
There is something else underneath the surface, complex structures, allusions and not a very 
clear distinction between good and evil (in other words, ambiguous morality). What we read is 
only the tip of the iceberg. For instance, we know little about Heathcliff; we are told that he is 
a gypsy boy found by Mr Eamshaw in the streets of Liverpool and taken to be raised at 
Wuthering Heights 5 . But what if Heathcliff is in fact Mr Eamshaw’s son and Catherine and 
Hindley’s half-brother? Because that is the conclusion the reader draws from the way the 
master of Wuthering Heights treats the boy, better than his legitimate son 6 . We cannot put our 
complete trust in any narrator, not even in Nelly Dean, but we can build the story on what they 
let us know. We are given different perspectives over the same events and the absence of an 
omniscient narrator forbids access to the whole story of the characters. Gilbert and Gubar also 
point out the fact that the Bronte sisters were influenced in their writings by the loss of their 
mother at a very early age. The two critics call Wuthering Heights “a motherless book” and 
note that “all the Bronte novels betray intense feelings of motherlessness, orphanhood, 
destitution” (Gilbert, Gubar, p 251). 

The issue of identity must not be overlooked when analysing Wuthering Heights. We 
saw that Catherine comes to a point where she can no longer find her true self, but Gilbert and 
Gubar go further with their study: Heathcliff s condition is presented the same as that of a 
woman. Going even further, we notice that he is called not “him” but “it” when he is brought 

5 Mr Eamshaw tells “a tale of his seeing it starving and houseless, and as good as dumb, in the streets of Liverpool, 
where he picked it up and inquired for its owner. [...] he thought it better to take it home with him at once, than 
run into vain expenses there: because he was determined he would not leave it as he found it.” (chapter IV) 

6 “the young master had learned to regard his father as an oppressor rather than a friend, and Heathcliff as a usurper 
of his parent’s affections and his privileges” (chapter IV) 
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home by Mr Earnshaw. Why? Because, just like a woman, he had no social power, no status, 
no wealth, whether he was a bastard or simply an orphaned gypsy. It is a fact that never truly 
changes in the eyes of those who knew him from early childhood, before he became rich. He 
has only one name (no surname, no titles) and he is the embodiment of nature and instincts 7 , 
placed in opposition with Edgar Linton, a symbol for social authority, even though physically 
he is no match to Heathcliff (Edgar’s power is found not in physical strength, but in words, 
books, documents and languages). 

Heathcliff rebels against the norms of society concerning class, marriage and fortune, 
very much like a woman tries to find her place in a patriarchal culture. There is an ongoing 
battle between culture and nature, in which culture is perceived as male and nature as female. 
Culture is associated with the idea of heaven, with Thrushcross Grange and the Linton siblings 
(Edgar and Isabella), while the concept of “nature” covers hell, Wuthering Heights, Heathcliff 
and Catherine. As the story progresses, we see that the characters cannot survive outside the 
environment in which they were bom and the best examples are the women: Catherine dies 
once she leaves behind “hell” because she cannot become part of a stifling society, while her 
sister-in-law (a child of heaven) cannot adapt to a lifestyle so different from the one she was 
used to. Heathcliff and Edgar never see the world from the other one’s perspective, with the 
former remaining bound to nature even after earning a fortune. Nelly Dean (the “human 
fixture”, as Lockwood calls her) remains the same throughout the novel: a survivor, the only 
living mother-figure and a nurturer. She is not an ideal woman, she is the daughter of a poor 
man, but she took care to become well-read while looking after the house and the master’s 
children. Nelly does not have to face marriage because of her status, something which protects 
her from a fate similar to that of Catherine and Isabella. As for Cathy and Hareton, they prepare 
to step into a new stage of their lives as a happily married couple. 

The relationship between Catherine and Heathcliff is anything but simple. She asked 
her father for a whip and got a “gypsy brat” instead. While her brother asked for a fiddle, a sign 
of his desire for culture, Catherine wished for power (and she got it in the form of Heathcliff). 
She is a far cry away from the ideal, perfect woman imagined by the Victorians and she cannot 
fulfil the expectations that press upon her. She is stubborn, daring and full of energy. She gets 
power through Heathcliff, her new whip, her strength and downfall at the same time. Together, 


7 Catherine knows all of this and it is probably the reason why she claims that he is “more myself than 1 am”: she 
has many names, but her identity is fragmented and she no longer knows who she really is. 
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they defy conventions as they become one single being (“a perfect androgyne”, according to 
Gilbert and Gubar, with no sexual awareness, like the primordial couple in the Garden of Eden). 
Wuthering Heights is heaven for Catherine, but hell for those who come from outside, for 
Lockwood, Edgar and Isabella. It is a place where she can be fierce, rebellious, free and 
creative, where she can act according to her own will and against the rules of religion and 
culture. 

Once her father dies, the new head of the family and sole heir is Hindley. His marriage 
to Frances is one of the first phases in Catherine’s changing process because a lady enters her 
life and becomes something akin to a mother-figure. What could be said about her? She seems 
to be a perfect example of the angel in the house... one who cannot stand the sight of Heathcliff. 
It seems that, through her, the norms of society return for some time at Wuthering Heights (as 
Hindley wishes to make it suitable for a newlywed couple ready to start a family) and threatens 
the world in which Catherine was used to live. As Hindley starts to get accustomed to his place 
as pater familias, he becomes more aggressive. There could be two explanations: he either 
wishes to get his revenge on Heathcliff for stealing his father’s attention and affection or his 
attitude is influenced by that of his wife. He seems to reflect her change of heart: as long as she 
is kind to his sister and her friend, so is he, but the moment she stops caring, he tears them apart 
and refuses to allow Heathcliff access to culture. Frances disappears quickly from the story. 
What was the main role of women in the Victorian Age? To be seen, but never heard, to be 
good wives and provide their husbands with male heirs. And she did... she gave birth to 
Hareton, who became the master of Wuthering Heights at the dawn of a new century. Once her 
duty is fulfilled, she dies. 

As mentioned before, Wuthering Heights is the space where Heathcliff and Catherine 
have a certain power. It is a place where they can go beyond social hierarchy and ignore the 
fact that he is an illegitimate child and she is a woman. Everything changes when Catherine 
steps into Thrushcross Grange (a violent entry, with her being injured). She starts to change 
and become a lady, although the process is never really completed. She wants both the freedom 
of girlhood and the comfort and security provided by a good marriage, but her dream is never 
achieved. Catherine is forced to repress her emotions and impulses and when she does not 
manage to control them, they are expressed violently, in a way that must have scandalised the 
people of the nineteenth century. She is not a submissive girl and she does not fit the standards 
of the Victorian society. During that time, it was expected for women to be meek and hide their 
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true feelings, therefore wearing a mask that hid their real self (a personality that maybe never 
had the opportunity to develop to its true potential). Catherine is pressured from two sides: 
there are the Lintons from Thrushcross Grange and her brother and sister-in-law at Wuthering 
Heights. 

She reaches a point when she thinks she is in love with Edgar 8 because he is handsome, 
young, rich, and decides to accept his marriage proposal. But her “love” is not the only reason 
for her answer. She is aware of the consequences she would have to face if she decided to marry 
Heathcliff: “I’ve no more business to marry Edgar Linton than I have to be in heaven; and if 
the wicked man in there [Hindley] had not brought Heathcliff so low, I shouldn’t have thought 
of it. It would degrade me to marry Heathcliff now” (chapter IX). According to her, if they 
were to get married, they would be beggars. Catherine does try to secure a future for herself, 
to be “the greatest woman in the neighbourhood”, but she loves Heathcliff and wants to help 
him escape her brother’s power. The only way she could do this is to make use of her future 
husband’s wealth. We see in her statements the way education and instincts fight each other. 
The way she was educated prompts her to think that they would be beggars in case of a potential 
marriage, while her instincts (the fact that she is conscious of her love for Heathcliff) drive her 
to find a way of getting him out of his powerless position. 

Just like Catherine, Isabella also rebelled against her brother and ran away with 
Heathcliff. They both tried to manipulate the conditions of their marriage and did not allow 
their siblings to interfere. And just as Catherine could not lead a life trapped in her husband’s 
house (where she could no longer find freedom and independence), Isabella could not adapt to 
the conditions of Wuthering Heights. A child of heaven cannot live in hell. The daughter of 
culture pays no heed to Catherine’s warnings and decides to follow her heart, only to have her 
illusions shattered in the end. Isabella is an interesting character because of the way she 
evolved: at the beginning, she is presented as elegant and naive, even a bit shallow, but - after 
facing Heathcliff s abuse at Wuthering Heights - she has the strength to escape, to run away 
from him (even though she knew that she would get no help from her brother) and build a new 
life in London. 

It was difficult for a woman to get a divorce some two hundred years ago. Divorce was 
granted to a woman only if she proved that, along with adultery, her husband engaged in incest, 


8 “I love the ground under his feet, and the air over his head, and everything he touches, and every word he says. 
I love all his looks, and all his actions, and him entirely and altogether.” (chapter IX) 
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bigamy or excessive cruelty 9 . Even if she did manage to escape her abusive spouse, society 
frowned upon her. Isabella is similar to Anne Bronte’s Helen Huntingdon from this point of 
view: they both leave their abusive husbands (even though the law was not on their side), 
risking not only their social status but also, more importantly, the possible loss of their children. 
It is not specifically told what happened to Isabella while in London, but we can assume that 
both women had to face many hardships and prejudices in order to make a living for themselves 
and their sons on their own. Isabella could not manifest her hatred in a violent manner because 
she lacked the means to do so 10 , but she had the courage to go against conventions and break 
free from the hell in which she had fallen, even if it meant being shunned by society. 

One would probably expect to see in Cathy a carbon copy of her mother, but the two 
women are quite different from one another and even though Cathy has to pass certain trials 
early in life, she does not question her identity as her mother did. She is not a victim, she stands 
up to Heathcliff and does her best to help Hareton learn how to read and write and then take 
his rightful place as the new master of both Wuthering Heights and Thrushcross Grange. 
Although strong-willed and stubborn, Cathy is more docile than her mother, playing various 
roles which the first Catherine never took. Cathy is disobedient, but she remains a dutiful 
daughter, sharing a strong bond with her father; she is also a nurse, a teacher and a housekeeper. 
It seems that Emily Bronte brought in her every feature that was needed to create the seemingly 
perfect woman (a good wife and a good mother, true, but one who could think for herself). 

Cathy was raised and protected by her father (a man of culture) and by Nelly Dean (who 
took the place of her mother). Only for this very reason it was to be expected that she would 
come to be, in some ways, different from her mother. Heathcliff represented freedom for 
Catherine, but oppression for Cathy. He forced her to marry Linton and leave Thrushcross 
Grange, but he did not succeed in breaking her spirit. While it seems strange today, marriages 
between first cousins were not unusual in eighteenth century England. They were seen as a way 
of keeping the fortune in the family, hence they were favoured. Cathy marries her cousin, but 
she loses everything she might have inherited after her father’s death. Girls were not named 


9 “While a wife’s adultery was sufficient cause to end a marriage, a woman could divorce her husband only if his 
adultery had been compounded by another matrimonial offense, such as cruelty or desertion,” Holmes, Sumner, 
and Nelson, Claudia. Maternal Instincts: Visions of Motherhood and Sexuality in Britain, 1875-1925. 
London: Palgrave Macmillan, 1997, p 40. 

10 “I surveyed the weapon inquisitively. A hideous notion struck me: how powerful I should be possessing such 
an instrument! I took it from his hand, and touched the blade. He [Hareton] looked astonished at the expression 
my face assumed during a brief second: it was not horror, it was covetousness. He snatched the pistol back, 
jealously; shut the knife, and returned it to its concealment.” (chapter XIII) 
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heirs to the family's wealth. When the head of the family passed away, the first-born son (or 
another close male relative) received everything 11 . Because Edgar Linton did not leave any 
documents to insure his daughter’s financial security, Thrushcross Grange passes after his 
death to Linton and eventually to Heathcliff. 

Cathy attracts Hareton away from Heathcliff s influence, away from nature and towards 
culture. By the end of the novel, Hareton becomes the master of Thrushcross Grange and 
Wuthering Heights. He marries Cathy and together they bring order to both places, erasing the 
distinction of hell/heaven between them. Heathcliff and Catherine fade away while a new world 
is created by Cathy and Hareton (a proper, civilized couple) at the dawn of a new century. 
Wuthering Heights is no longer “hell” in 1802. It was made the same as Thrushcross Grange, 
appropriate for the new masters to take their place as a newly formed family. We do not get to 
see what happened to Cathy and Hareton after their wedding, but it is hinted that nothing could 
stand in their way. As for the shadows of the past, they are left behind. 

Virginia Woolf comments in The Common Reader that there is no “I” in Wuthering 
Heights. The idea is that, unlike her sisters, Emily Bronte drew her inspiration from a more 
general concept when it came to feelings. Woolf believes that, while Charlotte Bronte’s 
characters reflect the emotions of the individual, those of her sister give voice to the entire 
human race, they reflect the power of human nature. Also, according to Sandra Gilbert and 
Susan Gubar, it is a novel of “myth making”, of solving problems. What she is trying to do is 
give an answer to the question of origins: “it is the myth of how culture came about, and 
specifically of how nineteenth-century society occurred, the tale of where tea-tables, sofas, 
crinolines, and parsonages like the one at Haworth came from” (p 257). Wuthering Heights is 
the base on which history waits to unravel itself once the conflict between nature and culture 
comes to an end and a new century, when new conventions may be formed once more, is about 
to begin. 


11 We have such a situation in Jane Eyre , when Rochester explains that he was set to marry Bertha Mason, a rich 
woman, so that his brother could inherit the entire fortune of the family. 
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Abstract: Radu Tuculescu is a post-modernist writer, author of various volumes of short-stories, novels 
and plays. Known for his subtile sense of irony, Radu Tuculescu illustrates in his novels the Communist 
period in Romania somehow in opposition to the erotic pages that fill his books. Povestirile 
mameibatr&ne, Stalin cu sapa-nainte or Femeile insomniacului, written after the Romanian Revolution 
from 1989 and published between 2006 and 2012, are three of the novels that best emphasize the 
oposittion between Comunism and Erotism. 

Keywords: comunism, erotism, sensuality, irony, music 


Punct de referinta pentru opera lui Radu Tuculescu, regimul comunist se dezvaluie in 
paginile romanelor sale (referindu-ne in special la cateva din romanele aparute dupa 1989: 
Povestirile mameibatrane 1 2 , Stalin cu sapa-nainte 2 si Femeile insomniacului 3 ) intercalandu-se 
cu pasajele erotice, realizand astfel o alaturare bizara, presarata cu ironie. Contextul istoric al 
actiunii romanelor este cu precadere Romania dictaturii comuniste, perioada anilor de 
instaurare a acesteia dar si Romania proaspat devenita tara democratica, in atitudinea careia se 
observa multiple reminescente comuniste. Pentru prozatorii apartinand perioadei postmoderne 
scrisul ramane singurul scut impotriva comunismului. „Spre deosebire de alte tari est-europene, 
in care opozitia fata de regimurile comuniste s-a manifestat si in plan politic, in Romania anilor 
1960-1980 in plina dictatura nationalist-comunista, literatura a constituit o forma de rezistenta 
in fata agresiunii tot mai violente a totalitarismului” 4 , remarca criticul Carmen Musat. Nu doar 
ca limita capacitatea imaginative a individului prin restrictiile de la orice forma de cunoastere 
care aduceau ofense dicaturii comuniste (programe TV atent selectate, radiouri interzise, 


1 Radu Tuculescu, Povestirile mameibatrine, Editura Cartea Romaneasca, Bucuresti, 2006; 

2 Idem, Stalin cu sapa-nainte, Editura Cartea Romaneasca, Bucuresti, 2009; 

3 Idem, Femeile insomniacului, Editura Cartea Romaneasca, Bucuresti, 2012; 

4 Carmen Musat, Strategiile subversiunii: incursiuni in proza postmoderna, editia a 2-a,Editura Cartea 
Romaneasca, Bucuresti, 2008, p. 7; 
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eliminarea din scoli a unei parti insemnate din literatura romana si universala) ci ajungea chiar 
sa dicteze creatia. Literatura oportunista reprezinta un exemplu elocvent in acest sens. 

Opera lui Radu Tuculescu poarta marca ironiei. Prozatorul nu ezita sa reliefeze in stilul 
care-1 caracterizeaza felul in care functiona regimul politic si „Marea Adunare Nationals - o 
adunare de tovarasi alesi si verificati la singe care nu faceau altceva decit sa fie de acord cu ce 
li se comunica din partea Conducatorului, sa citeasca discursuri anterior aprobate si mai ales 
sa execute ropote de aplauze la comanda si sa scandeze osanale conducatorului iubit, sub forma 
de lozinci” 5 . Nimic nu scapa de ochiul vigilent al comunismului, nici macar convingerile 
religioase. Prozatorul evoca prin personajele sale scene care uimesc prin usurinta cu care sunt 
tratate subiecte legate de credinta „unui adevarat pedagog ii era interzis sa propage existenta 
lui Dumnezeu, aburind mintile credule ale elevilor. Din moment ce ne tragem din maimuta, ce 
naiba sa mai cautam la biserica ori sa purtam cruciulite la gat” 6 . Accesul la informatie era 
limitat prin interzicerea anumitor posturi de radio „Iti bati joe de conducatori si de Partid! M- 
am prins, ma, Taticutul tau, care-i copil de chiabur, asculta Europa Libera, asa-i?” 7 . Se aduceau 
acuze individului aflat in imposibilitatea de a-si apara propriile idei tocmai din cauza celor care 
luptau impotriva asa-numitilor dusmani aipoporului. in romanul auto-biografic Stalin cu sapa- 
nainte unul dintre acei oameni acuzat de revolta impotriva regimului este un copil care, evident, 
nici nu constientizeaza acuzele care i se aduc. „Despre dusmanii poporului auzisem la scoala, 
dar imi era imposibil sa-mi amintesc la care dintre ore si despre cine era vorba.” 8 

Reminiscentele atitudinilor lipsite de umanitate provenite din perioada regimului 
comunist au ecouri in Romania post-revolutionara. Peste protejatii sistemului nu pare sa fi 
trecut perioada de revolta din 1989, ba mai mult, pare ca au acelasi comportament de dispret, 
actionand cu aversiune fata de ceilalti. Discutand despre mortii care urmeaza sa fie ingropati, 
personajul din romanul Femeile insomniacului, angajat al cimitirului municipal remarca: 
„Babele arata bine, au vreo 90 de ani, dar parca n-a trecut peste ele comunismul. Ori a trecut, 
dar cu foloase. In schimb, baiatul produs post-revolutionar, a fost facut terci de un BMW 
decapotabil, pe care-1 conducea alt baiat post-revolutionar, inca fara carnet, dar cu parinti 
babani” 9 . 


5 Radu Tuculescu, Femeile insomniacului, Editura Cartea Romaneasca, Bucuresti, 2012, p. 118; 

6 Idem, Stalin cu sapa-nainte, Editura Cartea Romaneasca, Bucuresti, 2009, p. 117; 

7 Ibidem, p. 167; 

8 Ibidem, p. 163; 

9 Radu Tuculescu, Femeile insomniacului, Editura Cartea Romaneasca, Bucuresti, 2012, p. 107; 
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Exista in opera lui Radu Tuculescu o alaturare foarte interesanta intre injustitiile comise 
de regimul comunist, sentimentele pe care lectura acestora le trezeste si concluziile oferite de 
personajele implicate in astfel de situatii. Romanul Stalin cu sapa-nainte prezinta o scena 
petrecuta intre fiul unui medic - care-i aduce acestuia pranzul - si paznicul institutiei care-1 
supune pe copil unui interogatoriu bizar si intru totul stupid legat de provenienta pachetului, 
continutul mancarii, mediul social ori credintele pe care familia doctorului le impartaseste. 
Explicandu-i-se raspicat ca „nimic nu-i mai mare pe lume decat Partidul” 10 , copilul care ia 
parte la prelegerea paznicului referitoare la forta pe care o dobandeste angajatul in momentul 
in care intra sub aripa comunista afirma scurt: „Doar muntele Everest!” * 11 

Romanul Povestirile mameibatrine , aparut la editura Cartea Romaneasca, la Bucuresti 
in anul 2006 se bucura de o receptare critica favorabila, fiind de asemenea tradus in mai multe 
limbi europene: franceza ( Mere-vieille racontait, traducere de Dominique Ilea, aparut la 
Gingko Edition, Paris, 2012), sarba (Price staramajke, in traducerea Mihaelei Lazarovici, la 
editura Sezam Book in 2015), iar in curand si in limba ceha, intr-o traducere de Ladislav 
Cetkovski 12 . 

Freamatul rural cu toate aspectele sale reprezinta in romanul lui Radu Tuculescu 
punctul de plecare in stabilirea temei. Lumea satului descrisa de Radu Tuculescu pulseaza de 
viata, respira prin toti porii, se identified cu natura facand comuniune cu aceasta, este parte 
integrants a derularii timpului, a ciclicitatii anotimpurilor, a miscarii Pamantului. Nimic nu 
pare a-i opri pe sateni din jocul lor care tinde spre eternitate. Pasionali, locuitorii satului Petra 
traiesc cu intensitate liccarc moment, indiferent daca natura acestuia este vesela ori nu. 
„Subiectele de conversatie se invart in jurul sexului, in jurul potentei si a impotentei barbatilor, 
in jurul adulterului” 13 La aparitia unei femei frumoase nu este admirat doar felul in care aceasta 
se poarta ci se observa senzualitatea acesteia in profunzime, facand-o parte a puritatii naturii 
„purta o rochie subtire, (...) o rochie plina de flori care imbia toate albinele sa se infrupte din 
ea“ 14 incat aceasta devine „femeia ce era in stare sa aprinda aerul din jurul ei cu un zambet” 15 . 

Muzica ocupa un loc insemnat in dezvoltarea erotismului in opera lui Radu Tuculescu. 
In Povestirile mameibatrine prezenta personajului Dimitri se remarca prin talentul acestuia de 


10 Radu Tuculescu, Stalin cu sapa-nainte, Editura Cartea Romaneasca, Bucuresti, 2009, p. 165; 

11 Ibidem, p. 165; 

12 http://www.suplimentuldecultura.rO/index.php/continutArticolAllCat/6/10553 

13 Radu Tuculescu, Povestirile mameibatrine, Editura Cartea Romaneasca, Bucuresti, 2006, p. 110; 

14 Ibidem, p. 30; 

15 Ibidem; 
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mare dansator, cuceritor al femeilor din sat tocmai datorita abilitatilor sale artistice (relatarile 
acestuia trimit totodata la perioada istorica in care se afla tara: „dupa ce vor cuceri lumea, toti 
vor trebui sa invete ceardas. Toate popoarele ca nu va mai fi decat un singur popor blond cu 
ochi albastri vorbitor de limba nemteasca” 16 ). In romanul auto-biografic Stalin cu sapa-nainte 
adolescentul Adrian Loga compune arii pentru cucerirea iubitei, iar Septimius Ilarie din 
romanul Femeile insomniacului cucereste prin afirmatia ca „blues-ul da partenerilor sanse 
egale, astfel meat nu se poate ca unul sa atraga atentia mai mult decit celalalt. E dansul cuplului 
ce tinde spre contopirea intr-o singura fiinta, intr-o singura respiratie. Al iubirii spirituale care 
trebuie sa se implineasca in actul sexual.” 17 
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FROM THE RHYTHM OF THE CORPUS TO THE RHYTHM OF THE BODY 


Anamaria Lupan 

PhD Student, Joint Degree, ’’Babes-Bolyai” University of Cluj-Napoca / ’’Blaise 
Pascal” University of Clermont-Ferrand, France 


Abstract: This paper analyses and interprets the dimensions and facets of rhythm in Marguerite 
Yourcenar ’s essays. The writer’s critical essays, built as a « specular projection » (Berengere Deprez), 
glide from the bookish rhythm to the organic rhythm ; the critical point of view surpasses objectivity 
and inaugurates an age of elective affinity. We glide from the study of the other to the putting in place 
of the authorial ethos, as there exists, according to Julie Hebert, « the doom of the self-portrait » 
announced by Marguerite Yourcenar in the shape of a citation from Luis Jorge Borges : « An author 
thinks he is speaking about a great deal of things, but that which he leaves behind, if he has the chance, 
is an image of himself». 

Everything is rhythm in Marguerite Yourcenar’s essays, because everything presents itself as a rapport, 
a threshold, a border and a passage. Everything is movement and dynamics. We believe that Marguerite 
Yourcenar’s poetics circumscribes in fdigree the essential netM’ork connecting her to the others (the 
other cultures, other epochs, to the other cultured people, to other spaces and times, etc.). 

For a better understanding of the rapport between the voice of the essay writer and that of the other, 
first of all, we will synthesize and analyze the forms that the rhythm takes in Marguerite Yourcenar’s 
essays. A first dimension of the rhythm appears in the paraliterary genres which make up the Essays : 
travel story, artistic critique, literary critique, preface, etc. alternate and complete each other in order 
to articulate the complex world of culture. 

This ample and varied rhythm implies a second degree rhythm : the essays overflow with diverse and 
exotic cultures and civilizations ; the rhythm has foreign infections in order to have the Yourceannarian 
voice better revealed. In order to underline the rapport between the I of the essay writer and that of the 
other, as a secondary purpose we are going to explore Marguerite Yourcenar’s specific manner of 
speaking of herself, through the guise of a third person’s voice. Interrogating the means of becoming 
impersonal allows us to discover the manner in which the essayist moves from the corpus to the body, 
while at the same time annulling the borders between the real and fiction. 

Another aspect of the rhythm of Yourcenar’s essays appears in the binary movement of systole and 
diastole or of appropriation and rejection of the textual elements the writer rediscovers in the works of 
the men of culture she analyzes. This time the rhythm becomes echo because there exists on the one 
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hand the rapport between the rhythms of the essays and the other works by Marguerite Yourcenar and 
the rapport established between the works of the other and those of the academician Yourcenar 


Key words: analogy, body, essay, influence, rhythm 


L'entree de Marguerite Yourcenar en litterature est decrite a plusieurs reprises comme 
une entree en religion 1 ; en fait, pour la romanciere, l’ecriture signifie etre en contact avec la 
vie, avec le niveau le plus profond de la realite 2 ; la traduction 3 devient, dans la poetique 
yourcenarienne, l'operation qui rend visible la pensee de quelqu'un. Si l’ecriture est une 
traduction, le rythme re^oit une grande importance parce que la traduction suppose beaucoup 
d'attention accordee aux flux et aux courants de pensee ; la superposition des voix ne signifie 
pas la mise en place d'une zone de flou et de vague mais plutot la recherche de sa propre voix 
a travers la voix d’autrui ; la presentation de l'ecriture comme un processus de traduction 
signifie, selon nous, l'affirmation en liligranc de l'universalite qui regit le monde dans son 
ensemble. Voir l’ecriture comme un exercice de traduction suppose le renoncement a la position 
elitiste de la litterature et la creation de l’harmonie entre tous les regnes (vegetal, animal, 
humain) ; le rythme de la traduction universelle c'est le rythme de l’echange interhumain ; 
d'ailleurs, cet echange constitue l'une des conditions necessaires de 1’humanisme 4 tel qu'il 
apparait chez la romanciere. Sacree - parce que liee a une dimension spirituelle superieure au 


1 Cf. les trois biographies qui lui ont ete consacrees : Josyane Savigneau, Marguerite Yourcenar. L 'invention d’une 
vie, Paris, Gallimard, 1990 ; Michele Sarde, Vous, Marguerite Yourcenar. La passion etses masques, Robert Laffont, 
1995 ; Michele Goslar, Yourcenar : « Qu’il eut ete fade d’etre heureux », Bruxelles, Racine / Academie royale de 
langue et de litterature franfaises, 1998. 

2 A la question de Denise Bombardier sur le lien entre la litterature et la vie, dans l'interview « Entrevue avec 
Marguerite Yourcenar », Marguerite Yourcenar repond : « [Ecrire] C'est etre en contact avec la realite, et tacher 
d'expliquer du mieux qu'on peut ce que c'est qui vous parait cette realite. », Portait d'une voix, Gallimard, coll. « 
Cahiers de la NRF », 2002, p. 343. 

3 Marguerite Yourcenar expose sa conception de l'ecriture comme traduction dans l'interview avec Jean-Pierre 
Corteggiani, « Marguerite Yourcenar interviewee » : « Pour moi, c'est la meme chose. Qu'un vers convenable ait ete 
ecrit par moi ou qu'il ait ete ecrit par Cavafy, aucune importance. J'ai dit souvent, et ce n'est pas un paradoxe, que de 
toute fa?on on traduit toujours, que lorsque je tache de decrire un personnage, je decris d'apres une image de lui en 
partie dessinee par des mots qui sont dans mon esprit, et je dois m'asseoir a la table et mettre 9 a sur papier de maniere 
a ce que ce soit compris du lecteur. [...] c'est tout de meme la traduction d'une pensee fluide. », Portait d'une voix, op. 
cit., pp. 400-401. 

La traduction depasse chez la romanciere le sens de transposer un texte dans une autre langue : traduire signifie chez 
Marguerite Yourcenar entrer dans la sensibilite de quelqu'un, lui comprendre les pensees et le comportement; ainsi, 
la traduction s'approche de la sympathie - la strategie presque magique qui lui permet de sentir avec. 

4 La romanciere definit l'humanisme de maniere assez originale : « L'humanisme n'est qu'une discipline intellectuelle. 
11 fournit a l'homme un point d'appui. 11 ne s'agit pas de faire de l'homme une idole. La valeur de 1'humanisme est 
celle d'assumer pleinement la condition humaine. », Ibidem., p. 125. 
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reel - et dynamique - par son dialogue avec tous les elements qui participent a la vie -, la 
litterature est une affaire de rythme parce qu'elle propose a chaque fois une adequation au 
contexte 5 ; de plus, elle est rythme car elle demande toujours une nouvelle forme - en fonction 
de son contenu, du sujet dont foeuvre parle - ce qui l'eloigne des systemes ankyloses et 
museifies ; la litterature est la vie vue de maniere plus claire. De plus, le rythme yourcenarien 
est, selon nous, lie au rapport que l'ecrivaine trace entre la vue, la vision et la vision totale 6 ; 
parler de ses experiences ou de ses preoccupations est une question d’attention et de vision. 
L'ecriture favorise le recul dans le temps et par la, elle fait possible une clarification de soi a 
travers les lignes tracees apres coup. 

Le lien entre la litterature et le rythme est mis en evidence, de plus, chez Marguerite 
Yourcenar par le discours poetique - forme discursive qui marque son affirmation sur la scene 
litteraire 7 ; la poesie la sensibilise a la creation des voix et des tons. La presence des voix 8 dans 
son oeuvre litteraire nous permet d'affirmer que le rythme est un trait essentiel de l'ecriture 
yourcenarienne ; toutefois, nous nous proposons dans notre communication de chercher et 
d’interpreter les limites et les facettes du rythme dans les essais de Marguerite Yourcenar. Dans 
un premier temps nous allons tenter de trouver une possible definition du rythme de l'ecriture 
dans la vision de Marguerite Yourcenar, pour pouvoir dans un deuxieme temps analyser le 
processus de depersonnalisation qui permet a l’essayiste de mieux trouver sa voix dans le 


5 Marguerite Yourcenar parle de chaque oeuvre comme d'un etre humain : elle ne con go it pas que le titre ou la forme 
s'impose dans le travail litteraire parce qu'elle voit une parfaite adequation entre le fond et la forme. Ce theme presente 
des influences de Paul Valery qui parlait de l'importance de la methode dans une oeuvre litteraire. 

6 Dans Essais et Metnoires, Marguerite Yourcenar fait une distinction entre vue, vision et vision totale : « J'ai toujours 
tache de distinguer le plus exactement possible la vision de l'esprit (visio intellectualis, mais notre mot „intellectuel” 
est a la fois anguleux et pale) de celle a laquelle jusqu'a un certain point les yeux participent, et de separer de l'une et 
de l'autre la vision totale, sorte de ravissement plutot, bien qu'au lieu de se sentir ravi on se sente integre , en qui les 
cinq sens et l'esprit s'unissent. Mais pourquoi „vision des yeux” et non pas „vue” ? Pourquoi „vision totale” et non 
pas „extase” ou „delire” ? C'est que justement aucune vision ne delire (ou, alors, on ouvrirait un autre chapitre, celui 
de l'hallucine). Aucune vue qui ne prend pas possession de tout l'esprit n'est vision ; aucune pensee, si valable qu'elle 
soit, n'est autre chose qu'un fruit ou un sous-produit passager, denue de ce sens d'eternite dans l'instant, d'etendue a 
l'interieur d'un point pas meme fixe, qu'a de tres longs intervalles la vision de l'esprit parfois confere, et qu'il est 
quelquefois possible de ressusciter par le souvenir. », Essais et Memoires, op. cit., pp. 613-614. 

7 Dans la Chronologie des OEuvres Romanesques, nous apprenons qu' « Elle compose a seize ans un poeme dialogue 
inspire de la legende d'lcare. Le Jardin des Chimeres, publie en 1921 chez Perrin aux frais de M. de Crayencour, 
comme le sera en 1922 chez Sansot un volume de vers Les dieux ne sontpas morts, simples exercices de debutant ou 
abondent les imitations litteraires. », Marguerite Yourcenar, CEuvres romanesques, Paris, Gallimard, coll. « 
Bibliotheque de la Pleiade », 1982, p. XV. 

8 Dans son etude sur l'ceuvre yourcenarienne, « L'ecriture des voix dans l'ceuvre de Marguerite Yourcenar », Nicole 
Bourbonnais souligne l'importance de la voix dans la poetique yourcenarienne ; ainsi, pour la romanciere, la creation 
d'un personnage represente la creation d'une voix ; de plus, dans ses oeuvres, soit elle thematise soit elle cree une 
situation d'ecoute. D'autre part, en commentant ses oeuvres, l'ecrivaine sollicite l'ordre auditif plutot que l'ordre mental. 
Nicole Bourbonnais, « L'ecriture des voix dans l'oeuvre de Marguerite Yourcenar », Lectures transversales de 
Marguerite Yourcenar, Actes du colloque international de Mendoza (4-7 aout 1994), Textes reunis par Remy 
Poignault avec la collaboration de Blanca Arancibia, SIEY, Tours, mai 1997, p. 75. 
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concert des voix des autres ; enfin, dans une derniere partie nous allons examiner le jeu de 
systole et de diastole du rythme yourcenarien qui nous permet de mieux comprendre la maniere 
dont s'etablit le dialogue enrichissant avec autrui. 

Dans ses quatre recueils d'essais - Sous benefice d'inventaire , Le Temps, ce grand 
sculpteur, En pelerin et en etranger, Le Tour de la prison - repris dans f edition de la Pleiade 9 , 
Marguerite Yourcenar rassemble des prefaces 10 a des oeuvres qu'elle a traduites ou admirees en 
tant que lectrice, des recits de voyage * 11 , des etudes sur des sujets qui font interessee 12 , des 
ebauches de projets ou des notes de journal 13 , etc. ; aucun recueil n'obeit a une structure 
preetablie parce que pour fecrivaine le rythme de fecriture c’est le rythme de la vie. Les 
dimensions thematique, formelle ou autre sont pergues par Marguerite Yourcenar comme des 
matrices vides qui annulent la force de la vie ; ce jeu de vases communicants entre des domaines 
distincts de l’existence traduit la volonte de fecrivaine de surprendre la dynamique de la vie 
dans la dynamique de fecriture. De plus, fecriture en palimpseste est toujours portee vers de 
nouveaux horizons ; comme le remarque Beatriz Vegh 14 dans son etude sur la traduction du 
roman Les Vagues de Virginia Woolf par Marguerite Yourcenar, la romanciere aime ouvrir le 
champ litteraire vers d’autres dimensions ; ainsi, compare-t-elle fecriture de Virginia Woolf 
avec fecriture contrapunctique musicale baroque de Bach. Nous pouvons deja affirmer que le 


9 Marguerite Yourcenar, Essais et memoires, avant-propos de Tediteur, Paris, Gallimard, coll. « Bibliotheque de la 
Pleiade », 1991. 

10 « Selma Lagerlof, conteuse epique », « Presentation critique de Constantin Cavafy », « Humanisme et hermetisme 
chez Thomas Mann », « Sur quelques themes erotiques et mystiques de la Gita-Govinda », « Une femme etincelante 
et timide », etc. 

11 Le dernier recueil d'essais, Le Tour de la prison - qui comprend les essais « Basho sur la route », « D'un ocean a 
l'autre », « L'ltalienne a Alger », « Bleue, blanche, rose, gaie », « L'Air et l'Eau eternels », « Tokyo ou Edo », « Les 
Quarante-sept Ronin », « Bonheur, malheur », « Kabuki, bunraku, no », « La Maison du grand ecrivain », « Visages 
a l'encre de Chine », « Bosquets sacres et jardins secrets », « La Loge de l'acteur », « Les "Petits Coins" et les Grands 
Sites » et la conference faite a l'lnstitut Franfais de Tokyo, le 26 octobre 1982, « Voyages dans l'espace et dans le 
temps » selon la note de l'editeur, « s'articule autour du voyage au Japon, ou Marguerite Yourcenar s'est rendue 
d'octobre a decembre 1982 : dix textes, tour a tour recit et reflexion, auxquels s'ajoutent une evocation de San 
Francisco („Bleue, blanche, rose, gaie”), deux relations de voyage vers le Canada et l'Alaska („D'un ocean a l'autre” 
et ,T'ltalienne a Alger”), ainsi qu'une croisiere vers l'archipel d'Flawaii („L'Air et l'Eau eternels”). », Essais et 
Memoires , op. cit ., p. 597. 

12 Marguerite Yourcenar s'interesse a toutes les religions du monde en tant que facjons de penser et de voir la societe 
mais elle n'adhere a aucune parce qu'elle se mefie des etiquettes et des dogmes. Dans les essais de la Pleiade, il y a 
plusieurs textes qui parlent de la religion : « Sur quelques themes de la Gita-Govinda », « Approches du tantrisme », 
« Essai de genealogie du saint ». La religion n'apparait pas a l'ecrivaine comme un evenement ponctuel, historique, 
mais elle la considere sur le plan des mentalites, selon l'impact qu'elle produit au niveau social. Cette fafon de voir 
les choses, d'aller vers la profondeur des evenements et d'analyser la representation et les images que les vecteurs 
sociaux produisent reaffirme la preoccupation de Marguerite Yourcenar pour ce qui est entre, pour les espaces 
liminaires et, par consequent, situes en difference. 

13 « Carnets de notes, 1942-1948 », « Ecrit dans un jardin ». 

14 « On sait le gout qu’a Yourcenar pour le jeu de vases communicants entre oeuvres d’art visuelles et litteraires dans 
un souci d’ouverture de la praxis litteraire vers d’autres univers esthetiques. », Beatriz Vegh, « The Waves : Les 
Vagues : traduction, ecriture, contrepoint » in Lectures transversales de Marguerite Yourcenar, op. cit., p. 67. 
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rythme employe par l'academicienne est un rythme paradoxal : il a une structure brisee, 
fragmentaire, pour mieux presenter l’ensemble de la vie ; cette formule kaleidoscopique nous 
propose un tour de la prison et un trajet dans le labyrinthe du monde. De plus, ce rythme fluide 
traduit la volonte de garder sa liberte intellectuelle, de n’adherer jamais a des dogmes, a des 
principes ou a des ecoles de pensee. 

Les textes sur les personnalites qui Font marquee sont situes a cote des textes sur des 
sujets qui Font preoccupee pour mieux mettre en evidence la diversity des aspects de la realite 
qui lui permettent, d'ailleurs, de mieux se connaitre. Chaque texte est un deft lance a la fois a 
la force intellectuelle de l'ecrivaine - car elle doit etre capable de traiter les sujets qui 
l'interpellent - et a sa presence humaine dans le monde - parce que tout texte est un exercice 
de reflexion sur soi, sur ses gouts, etc. Le passage d'un texte de critique litteraire a un recit de 
voyage n'est pas toutefois hasardeux : tous les textes gardent une forte dimension critique ; ils 
proposent des problematisations et des interrogations qui genent ou agacent le lecteur ne le 
laissant pas dans son confort intellectuel fonde sur des certitudes. 

Le rythme est, dans la vision yourcenarienne, plus qu'un outil poetique ; il exprime le 
rapport entre la vie et Fecriture ; la rythme represente le lien inherent entre les voix qui 
semblaient differentes mais qui, toutefois, participent a Fharmonie de ce riche univers. Si 
l'univers offre un rythme a voir, a experimenter, Fhumanite doit pouvoir le lire ; entre le monde 
et les gens il y a un lien livresque mais qui se rapproche beaucoup d'un rythme identitaire : c'est 
le rythme organique du dechiffrement, de la lecture. Savoir lire Funivers suppose beaucoup 
d'attention et de concentration car, comine le repete la romanciere nous sommes les legataires 
de Funivers tout entier. Pour pouvoir etudier cette universelle analogic 15 qui regit le reel, 
Marguerite Yourcenar utilise des precedes de depersonnalisation - outils speculates qui lui 
renvoient son image a travers les images des autres. Le rythme harmonieux entre differents 
domaines de la vie est repris dans les images des sujets qui decrivent obliquement Fecrivaine 
sans l'obliger de passer par ce qu'elle appelle l'horrible hurlement de moi, moi 16 . 

Si Marguerite Yourcenar nous parle aussi des voix qui Font influencee, elle le fait de 
maniere originale parce que les influences sont si nombreuses qu'elle n’arrive plus a les 
mentionner independamment; les influences deviennent les voix qui Font structuree et qui Font 


15 Laura Brignoli, Marguerite Yourcenar et Vesprit d'analogie. L'image dans les romans des annees trente. Pise, 
Pacini, 1997. 

16 Cf. Jacques Chancel, Radioscopie. Entretiens radiophoniques avec Marguerite Yourcenar, France Inter, 11 -15 
juin 1979, Monaco, Editions du Rocher, 1990. 
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aidee a renaitre dans le monde des lettres. Parler des influences devient ainsi une fag on de se 
regarder obliquement. De plus, parler de soi a l'aide d’autrui eloigne des automatismes 
quotidiens et des mensonges inevitables a chaque fois que quelqu'un essaie de se presenter. 

La difficulte de faire son autoportrait la determine a trouver des strategies de 
depersonnalisation qui lui permettent la mise en place d'une existence enrichie. La recherche 
des voix d'autrui favorise un rythme identitaire. Le regard lucide de la romanciere sur les sujets 
dont elle parle a fait que certains exegetes ont vu chez elle des techniques de diminution de 
l'Autre 17 ; nous pensons, toutefois, qu'elle veut plutot oublier sa propre subjectivite pour mieux 
comprendre et nous faire comprendre sa poetique et sa vision sur la vie. Elle ne diminue pas 
les autres mais elle nous montre qu'il y a des manieres d’agir qui ne lui semblent pas appropriees 
; le livresque et le culturel commencent a questionner le reel. L'ecrivaine va se mettre en scene 
a travers ses personnages mais aussi a l'aide du ton impersonnel qui s'expose dans ses essais 18 . 

Selon Alexandre Terneuil, Marguerite Yourcenar ne renonce pas a son role de 
romanciere au moment ou elle s'arrete sur des oeuvres d'art ; elle ne se transpose pas en vrai 
critique d’art mais elle devient une romanciere qui parle et decrit des oeuvres d'art qui 
l’interessent; dans ses textes il y a une poetisation de l’image. Dans la critique d'artiste non plus 
Marguerite Yourcenar n'oublie pas ses reperes - sa formation d'ecrivaine ; Catherine Golieth 
nous montre dans une analyse tres erudite sur l’oeuvre yourcenarienne que les affinites electives 
presentes dans les essais n’ont rien d'une ressemblance mimetique mais que plutot « l’affmite 
invite a des continuites qui relient, sans les confondre, des mondes Grangers les uns aux autres 
19 ». Dans les essais critiques il y a ce que Berengere Deprez appelle « la projection speculaire 20 
» : en mettant beaucoup de soi dans les personnes dans elle parle, l’auteur qui ne dit jamais « 
je » se presente beaucoup plus qu'elle ne le dit. Nous pouvons avancer l’hypothese un peu hardie 


17 Brain Gill dans son etude « Techniques de l'argumentation : la topique de Marguerite Yourcenar » dans Lectures 
transversales de Marguerite Yourcenar, op. cit., parle de la superiority que Yourcenar se complait a celebrer tout en 
diminuant les autres par l'emploi de diverses strategies (la contradiction, le refus de la parole, etc.). 

18 « Oui, le „je” en litterature est difficile. Mais il devient plus aise quand on s’est apergu que le „il” veut parfois dire 
„je”, et que „je” ne signifie pas toujours „soi” .», Lettres d ses amis et quelques autres, edition etablie, presentee et 
annotee par Michele Sarde et Joseph Brami, avec la collaboration d’Elyane Dezon-Jones, Gallimard, 1995, p. 593. 

19 Catherine Golieth, « Le parti-pris par Marguerite Yourcenar pour l'explication »in Marguerite Yourcenar essayiste. 
Parcours, methodes etfinalites d’une ecriture critique, actes du colloque de Modene, Parme et Bologne, mai 1999, 
ed. Carminella Biondi, Frangoise Bonali-Fiquet, Maria Cavazzuti, Elena Pessini, Tours, SIEY, 2000, p. 80. 

20 « Commen$ons par les essais sur les autres ecrivains, qui offrent quelques merveilleux exemples de ce que les 
psychologies appellent la projection speculaire” : ainsi, les qualites que Marguerite Yourcenar reconnait a Selma 
Lagerlof, mais aussi a Constantin Cavafy, a Roger Caillois, a Henry James, a Oscar Wilde, a Thomas Mann, a Virginia 
Woolf, a Yukio Mishima, a Jorge Luis Borges, a Jean Schlumberger, ou les vceux et les regrets qu’elle formule pour 
eux, et parfois tres evidemment a leur place, semblent dans bien des cas reconnus ou formules pour elle-meme. », 
Berengere Deprez, « „L’humble mesure du possible”. Engagement et detachement dans les essais yourcenariens », 
Ibidem., p. 29. 
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que dans les essais critiques, Marguerite Yourcenar se fait personnage de son propre roman ; 
elle s'attache et se detache de soi-meme pour mieux se faire voir ; de plus, elle se projette 
parfois dans des espaces ou des temps eloignes qui favorisent un regard exhaustif sur sa propre 
personnalite. 

D'autre part, nous croyons que Marguerite Yourcenar concoit les homines et les 
elements qui l’entourent comme des cartographies ou des structures fonnees par des lignes : 
des lignes qui se rencontrent, qui se brisent ou se superposent; la terre abstraite ou elle aimerait 
se fixer est une maniere de sentir et de penser et non pas un lieu reel 21 ; se rapporter a un monde 
sans frontieres suppose d’envisager un rythme fluide ou la vie et la litterature presentent des 
niveaux differents de la realite. Des lieux et des personnalites si eloignes dans l’espace et dans 
le temps se retrouvent rassembles dans le reseau complexe de l’ecriture essayistique 
yourcenarienne parce qu’elle construit un univers depouille de frontieres. Cet univers demande 
a etre nourri par la voix et la substance de l’ecrivaine qui nous offre dans les niveaux de 
profondeur du rythme livresque le rythme du corps ; cette interdependance entre Marguerite 
Yourcenar et les sujets dont elle traite fait voir la tonalite authentique exigee par l’ecriture selon 
la romanciere parce qu’elle ne con 5 oit pas l’oeuvre d’art autrement qu’un temoignage. Chaque 
texte joue un role dans la societe tout en etant litteraire ou culturel et, par consequent, sans etre 
engage, chaque ecrivain participe a la pensee d’une epoque. 

Pour exemplifier l’harmonie qu’elle promeut, Marguerite Yourcenar, par les strategies 
textuelles de depersonnalisation qu'elle emploie, trace les rapports entre les individus tres 
differents ; par exemple, Oscar Wilde apparait comme une ligne de fuite commune a elle et a 
Yukio Mishima, auteur qu'elle a beaucoup apprecie et qui l'a determinee a visiter tard dans sa 
vie le Japon ; Wilde a ete un auteur qui a interesse et influence a la fois Marguerite Yourcenar 
et Yukio Mishima. De plus, l'ecrivaine fait ses apprentissages nordiques dans l’oeuvre de Selma 
Lagerlof 22 . L'etude de Marguerite Yourcenar sur Jorge Luis Borges parle beaucoup de 
l’academicienne et les points communs 23 entre les deux ecrivains ont ete discutes a maintes 


21 Sorin Barbul examine le jeu d'« Errance et enracinement dans les "Juvenalia" poetique de Marguerite Yourcenar » 
in Marguerite Yourcenar citoye>medtnnonde,Actes du colloque international de Cluj, Arcalia, Sibiu (8-12 mai 2003)textes 
reunis par Maria Voda Capusan, Maurice Delcroix et Remy Poignault, Clermont-Ferrand, SIEY, 2006, p. 45. 

22 Le rapport entre I'ecuvrc de Selma Lagerlof et celle de Marguerite Yourcenar est bien analyse dans l'etude de Kajsa 
Andersson, « Quelque chose de la Suede » Observations sur “Les derniers voyages de Zenon” dans L ’CEuvre au Noir 
» in Marguerite Yourcenar citoyenne du monde , op. cit. 

23 Le rapport entre les deux ecrivains a ete analyse par Maria Jose Vazquez de Parga dans « Lecture de Jorge Luis 
Borges et de Marguerite Yourcenar a travers le miroir » in Lectures transversales de Marguerite Yourcenar , op. cit.; 
par Blanca Arancibia dans « Yourcenar essayiste et l'Argentine » in Bulletin de la SIEY , n° 11, Tours, fevrier 1993 ; 
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reprises ; nous les rappelons succinctement: les deux sont nes au tournant du siecle, les deux 
ont ete d’abord reconnus en tant qu'ecrivains en France, les deux ont connu une education a la 
maison, ont appris les langues classiques ; des plus, ils ont une formation humaniste et sont 
passionnes de voyages, de l'etude de l'Orient et de l'alchimie ; les deux ont ete couronnes par 
l'Academie Francaisc. Dans leurs oeuvres, ils se penchent sur la fragility de la vie et sur la 
litterature et la culture qui sont plus riches que la vie. Meme si Marguerite Yourcenar doit aller 
loin dans le temps pour trouver des voix qui l’interpellent, elle n’hesite pas a le faire : dans son 
interet pour l’oeuvre d’Agrippa d’Aubigne, Teofdo Sanz 24 nous propose de lire son regard sur la 
souffrance d'autrui. Les auteurs traites par l’essayiste appartiennent a differentes cultures 25 et 
a differentes epoques ; par consequent, l'academicienne ne considere pas qu’il y a un age d’or 
de la culture universelle ; elle choisit plutot des points de repere dans la carte culturelle 
universelle. Le rythme est universel et l’identite depasse l'egoTsme chez Marguerite Yourcenar 
car le corps a une dimension geologique : il est de tous les temps et de tous les espaces. 

Comme nous l'avons vu, Marguerite Yourcenar emploie des strategies de 
depersonnalisation pour mieux se retrouver ; en lui pretant leurs voix, les auteurs qu'elle etudie 
lui permettent de retrouver ce qu'elle a a dire. Le lieu de l'enonciation prend la signification 
d'un point de fuite a la recherche de soi: la patrie se superpose a la culture et les deux participent 
a la definition sans cesse en quete de perfectionnement de soi 26 . 

Les essais, laboratoire pour les oeuvres romanesques de l’ecrivaine, sont en meme temps 
l’espace ou la voix de recrivaine s'est forgee le mieux ; elle a pu y prendre position en son 
propre nom ou, autrement dit, elle y a pu mieux que nulle part ailleurs entreprendre le vaste 


dans l'ouvrage de Jean-Pierre Castellani, Je, Marguerite Yourcenar. D ’un « Je » a « L 'Autre », Paris-Bucarest, EST- 
Samuel Tastet Editeur, 2011, etc. 

24 Cf. Teofilo Sanz, « Aspects de l’horizon ethique et esthetique de Marguerite Yourcenar : sa lecture des Tragiques 
d’Agrippa d’Aubigne », in Marguerite Yourcenar essayiste. Parcours, methodes et fmalites d’une ecriture critique, 
op. cit., p. 152. De plus, le critique considere qu'« A travers sa lecture du poete, Marguerite Yourcenar nous fait part 
de ses propres obsessions en ce qui concerne la vie, la mort et le destin de l'etre humain. », p. 154. 

25 La France est representee par Agrippa d'Aubigne et Roger Caillois ; Piranese evoque l'ltalie (pays si cher a 
Yourcenar et qui a ete l'une de ses patries pendant les annees trente) ; Selma Lagerlof vient des pays nordiques, de 
Suede, pays visite par Yourcenar a la maturite ; Constantin Cavafy a cote de Pindare rappelle la passion de 
l'academicienne pour la Grece, berceau de notre culture ; Thomas Mann represente l'Allemagne (pays dont Yourcenar 
s'est nourrie intellectuellement); l'Angleterre est le pays d'Henry James, de Virginia Woolf et d'Oscar Wilde ; l'univers 
argentin est mis en relief par la presence d'Enrique Larreta et de Jorge Luis Borges ; le Japon transparait pleinement 
a travers les figures du poete Basho et du romancier Yukio Mishima - auquel, d'ailleurs, elle consacre un long essai. 

26 Parler de la patrie de Marguerite Yourcenar n'est pas un sujet facile, fait souligne d'ailleurs par l'ecrivaine-meme : 
« J’ai une passion pour l’Autriche, j’ai une passion pour la Suede, j’ai une passion pour le Portugal, j’ai une passion 
pour l’Angleterre. Et la litterature anglaise m’a tellement nourrie que c’est certainement une de mes patries. J’aime 
beaucoup l’Asie, j’ai etudie les litteratures asiatiques autant que j’ai pu, et par consequent je me sens une patrie 
asiatique autant qu’une patrie europeenne. Non, je ne crois pas aux patries exclusives, pas plus que je ne crois aux 
meres irremplapables.)), Portrait d’une voix, op. cit., p. 252. 
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dialogue avec les personnalites qu'elle admirait. Le jeu de systole et de diastole entre ses essais 
et ses oeuvres romanesques souligne l'unite organique qu’elle voyait dans la litterature et dans 
la culture. Les fragments, les essais, se rejoignent pour former un tout au-dela de toute marque 
d'unite exhibee de maniere directe et evidente. Andre Maindron dans son etude « L'hommage 
de Yourcenar a Thomas Mann 27 » met en evidence revolution en parallele de la pensee de 
Thomas Mann et la gestation de L 'Oeuvre au Noir ; de plus, les exegetes 28 ont mis en evidence 
a maintes reprises la demarche de Marguerite Yourcenar traductrice : elle offrait une nouvelle 
variante du texte traduit tout en faisant appel a ses propres criteres esthetiques. Par consequent, 
nous voyons que si Marguerite Yourcenar emprunte des elements des oeuvres des autres, elle 
n’hesite pas a restructurer les oeuvres qu'elle examine tout en leur offrant des elements ou des 
conceptions qui lui sont chers. 

Une autre facette du rythme est visible dans la pratique des repetitions, des emprunts et 
des reprises des themes et des idees ; dans son desir d’ameliorer toujours ses textes, Marguerite 
Yourcenar fait appel a ce que nous appelons un rythme en echo ; si nous parlons d'echo, nous 
devons mentionner que l'echo se prolonge sur plusieurs plans : tout d’abord, il y a ce jeu entre 
les elements qu'elle a employes une fois et qu'elle reutilise soit pour les ameliorer soit pour 
changer leurs portraits ; d'autre part, il y a le lien entre la dimension esthetique et la dimension 
ethique - la correction de l’oeuvre etant a la fois une correction de son caractere 29 . Ce type de 
rythme etait visible un peu aussi dans les ecrits sur les auteurs dont elle a parle ; les affinites 
electives constituent une sorte de miroir ou l’ecrivaine se voit tout en gardant une certaine 
distance par rapport a soi. Toute fois, bien que le rythme yourcenarien soit varie, nous pouvons 
deceler des elements invariants qui structurent le scheme d'analyse critique de Marguerite 
Yourcenar et qui jouent, selon nous, un role important dans la maniere de la romanciere de se 
rapporter a l'existence ; le rythme du corpus donne expression peu a peu au rythme du corps ; 


27 Andre Maindron, « L'hommage de Yourcenar a Thomas Mann » in Marguerite Yourcenar. Ecriture, reecriture, 
traduction, Actes du colloque international de Tours (20-22 novembre 1997), Textes reunis par Remy Poignault et 
Jean-Pierre Castellani, SIEY, Tours, avril 2000, p. 272. 

28 Les etudes de Francesca Counihan, de Georges Freris, de Maria Orphanidou-Freris, etc. ont analyse la maniere 
dont Marguerite Yourcenar marque l'oeuvre qu'elle traduit. 

29 Marguerite Yourcenar rejette l'etiquette de perfectionniste et parle de ['amelioration de soi a chaque fois qu'elle 
explique son so in pour la reecriture permanente de ses oeuvres : « Je me dis : non, il ne faut pas laisser derriere soi 
trop de betises, trop de choses mal faites, ou a moitie faites. Yeats, le poete irlandais du debut du siecle, disait „Je me 
corrige moi-meme en corrigeant mes livres.” C'est tres intelligent, parce que, en effet, en corrigeant ses livres on 
s'apercjoit non settlement de ce qu'il y a de mal, mais de ce qu'il y avait d'absurde, parfois, dans la position qu'on avait 
prise.», Portrait d'une voix, op. cit., p. 73. 
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la triade identifiee et analysee par Nicole Bourbonnais 30 , « corps-douleur-origine », synthetise 
les elements signifiants pour l’ecrivaine ; la maladie 31 qui ponctue des le debut son experience, 
la rend attentive a la presence du corps ; dans ses etudes critiques elle s'arrete sur les maladies 
qui affectent les corps des ecrivains dont elle parle; de plus, le corps est present dans les formes 
plus ou moms illicites d’amour que les personnalites qu'elle analyse eprouvent. 

Le rythme en echo assure le lien entre le corpus et le corps : la litterature et la vie ne 
sont pas deux domaines incompatibles mais elles constituent plutot fespace de la perpetuelle 
quete identitaire. 

L'etude du rythme dans les essais yourcenariens nous fait decouvrir une modalite de 
pensee fondamentalement divergente qui consiste a multiplier les possibility de ressemblance. 
Les essais de Marguerite Yourcenar constituent une quete perpetuelle du sens, une relecture de 
la vie ; le palimpseste, la vision plurielle, deviennent ainsi, la seule maniere authentique de voir 
la vie. Le palimpseste est mis a cote de « l'esthetique du dire-montrer 32 » qui permet une 
ecriture silencieuse, une ecriture qui dit sans nornmer, et qui, par la, parle en difference. 
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RELIGIOUS IMAGINARY IN THE POETRY OF NICOLAEIONEL 
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Abstract: The religious poet, Nicolae Ionel is first of all a believer in the very biblical sense. He is a 
mystic who claimed to be able to see and corners with God. 

The present study reflects some aspects of the religious poetry written by Nicolae Ionel arid it is based 
on the assumption that the artistic gift is. The poetry of the „ dialogue ” with the Divinity, is imposed by 
the gravity of emotions. This essay intends to define and analize Nicolae Ionel’s cosmic vision of unity 
and his strong believes in life filtred by the divine word / Christian laws. We think therefore that it is 
important and necessary to reviews the sacred in order to approach the perspective assumed. His 
creations is infused with numerous comments and observations on the Sacred. 

Hence, we analyze of the various and semantic through which Nicolae Ionel relates to the divinity. The 
lyrical images in order to emphasize idea of „holy world” is also present in Ionel’s writings. 

Keywords: lyrical messeanism, eternity, cosmic vision, the Sacred, religion 


Despre poezia cre§tina se vorbestc mult, tot mai mult in maculatura de ultima generatic 
pe care se astern cu u§urin|a termeni precum: ingeri, crcstin, divin, convertire etc. Nu orice text 
poetic care coniine astfel de termeni devine o poezie religioasa, ci poezia de inspirape cre§tina 
este produsul nu a unor simplii termeni religiop care penduleaza intre real si mistic, intre vazut 
si nevazut, ci inseamna, intai de toate, dezinvoltura in interpretare dar si libertate creatoare care 
merge pana intr-acolo unde intai ncstc libertatea divina. 

Pomindu-se de la poezia Vechiului Testament, de la Psalmi, Cantarea Cantarilor, 
poezia contemporana inseamna memorie a sufletului, intelepciunca clipei creatoare, limbajul 
memoriei. Asimilarea traditici nu inseamna reproducerea ei, ci ducerea mai departe, 
neocupandu-se cu elemente sau concepte ale credintci, ci cu o traire personala, vie §i intima a 
credintci. 

Poet care nu §i-a tinut crucifixul in sertar pe vremea ateismului, Nicolae Ionel „un 
extatic al contopirii cristice care observa cu stricter Evanghelia si se line strans de curapa 
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crestina” 1 , cauta sanatatea sufletului, con§tiin^a Duhului, luminarea §i indumnezeirea prin 
intimitatea cu Dumnezeu, prin poezia - rugaciune. Poezia are la baza tensiuni interioare, 
patimi, disperari, preamarirea Creatorului; prin urmare acesta create lirica se naste din 
momente de criza: „Doamne, raman la pamant, / de toate pierdut §i invins / un drum in vecii / 
s-a inchis / o ruga din moarte / se-ndura.” 2 Inspirapa poetului devine libera atunci cand 
intalncstc libertatea lui Dumnezeu. Poezia une§te, cdifica, imbunata^e§te, strange-mprejur, 
ofera caldura, complicitate, alungand teama de singuratate §i sentimentul instrainarii fata de tot 
§i toate. 

in poezia scrisa cu credinta, cu talent si sinceritate, Nicolae Ionel reda iluminarea 
divina. Nu se poate vorbi de poezia crestina contemporana fara sa ne amintim de antici, de 
pocpi biblici, iar menirea artistului este de a da materiei brute o forma dcsavarsita. Cuvantul 
muncit, cizelat, ajunge prin a primi o forma noua, dcsavarsita. Poezia religioasa produce mai 
mult o placere estetica, inducand pace sufleteasca si frumusctc spirituals, rugaciunea si 
abandonarea sinelui in fa|a mareliei creatoare: 

„Cred ! Cresc ! Prin cre§tet 
sorb orb obar§ia vie-a 
luminii vuind ! 

Venind ! vestind ! Investind ! 
cu foe fori,a 

ce-mi cerne-n celule”. 3 

Intensul moment al transfigurarii, al schimbarii la fa|,a, apare atunci cand poetul se 
preschimba dintr-un orgiastic pagan intr-un orgiastic §i iluminat crcstin, odata cu volumul 
Venirea 4 . 

Rugaciunea - poezie a lui N. Ionel care cuprinde dumnezeirea si cosmosul este creatoare 
de chintcscn^a a lirismului romanesc, parcurge o calatorie initiatica spre arhetipuri poetice. 
Inzestrat cu har, poetul impartascste lumii prin cuvant, marile sale rcvclapi prin care poezia 
devine o emblema a sacrului, iar tot ceea ce ne inconjoara trebuie determinat sa-§i recunoasca 
originea divina. Viziunea cosmica, religioasa, ascendenta, este specifica viziunii individual, 


1 At. Cistelecan, Top ten, Editura Dacia, Cluj-Napoca, 2000, p. 19. 

2 Nicolae Ionel, Crinul deschis, Editura Junimea, Ia§i, 1999, p. 168. 

3 Idem, Scara de raze, Editura Junimea, 1990, p. 29. 

4 Volum aparut la editura Saggitarius, Ia§i, 1995. 
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adaugand doar atat cat este nevoie. Autorul realizeaza pe taramul poeziei o noua condipc a 
discursului liric: setea de existerna atat de mare incat schimba forma spunerii. Poetul creeaza 
astfel o opera de arta sacra aducand pe taramul poeziei romanesti un verb creator, un suflu 
poetic dezlanprit, o rostire fara cenzura. Volumele de versuri, peste 40, reprezinta reunite 
absolute ale literaturii romane, fixand noi coordonate ale spiritualitapi. Cu o valoare 
indiscutabila, poeziile devin un drept la spovedanie, un triumf asupra ispitei. Atat traducator, 
cat §i autor al unor piese de teatru, Nicolae Ionel este inainte de toate un poet. Volumele sunt 
strabatute de un fior religios a carui calitate aparte se descopera in discursul liric, in bucuria de 
a trai in umbra divinului, o taina a zamislirii spirituale. Refuzand ingradirea intre limitele 
existenpale, poetul isi asuma in scrierea sa confruntarea cu marile intrebari ale Hupei in fa^a 
neantului: „Mai este in lumi bucurie / nu mi-e dat totul acum? / O sa mai flu Parana vreodata? 
/ mai este sfirpic / sa nu ma fi-ajuns? / m-ating de primordii? / sunt o nunta de duhuri? 5 Poate 
ca, asemeni si altor poe|i romani, lumea semantica intemeiata de Ionel este o lume de intrebari, 
poetul asumandu-§i intrebarile lumii. 

Rod al imaginapei §i al sensibilitapi, lirismul lui Nicolae Ionel ia na§tere dintr-un 
amestec de spcranta si strigat, de iluminare §i chin, de pendulare intre sacra si profan. 

Universul sacralizat este regasit in poezia lui Nicolae Ionel, univers care degaja bucuria 
de a trai extaziata in poemele marturisiri ale unei experience interioare unice. Pentra Nicolae 
Ionel, ragaciunea este sufletul sufletelor, ea il uncstc pe om cu Dumnezeu. Poeziile sunt in ton 
ragator, cheama pe to|i la ragaciune exprimand strigarea sufletului dupa mila lui Dumnezeu. 
Poezia lui reprezinta o gravura spre lumina si medita|ie, o mirare a sinelui, o beatitudine a 
rostirii insuflate, dar §i o convertire a versului in ragaciune : 

„Doamne, aripile milei asupra-mi intinde-le astazi, 

vezi parasirea mea, vezi-mi durerea, 

nu ma lasa sa ma-ntunec, §i de la fa^a Ta, Doamne, sa nu ma lepezi pe mine.” 6 

Un astfel de limbaj, restaurat in el insu§i, are puterea de a ilumina si infrumuse|a tot 
ceea ce cuprinde, de a le inchina toate lui Dumnezeu, iar textul §i discursul religios nu prezinta 


5 Idem, Cuvant in cuvdnt, Editura Junimea, lap, 2004, p. 96. 

6 Idem, Rugaciune, Editura Fides, lap, 1999, p. 20. 
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o idee, ci pe Dumnezeul cel viu. Poetul parcurge o incSrcSturS etico-cre§tinS intr-un discurs 
liric de nuarpS sacra care pune in luminS intuipa miracolului in creape. Din conpnutul acestor 
poezii se desprinde starea hristicS, duhul suferin^ei purificatoare. Poezia este un indemn la 
deschiderea textului sacru. Nicolae Ionel este un purtStor de mesaje luminoase, a cSrui poezie 
este o undS spre bucuria puritSpi, a salvSrii, a mantuirii. Poet orfic, de inspirape gnosticS sau 
poet mistic inzestrat cu har, scriitorul impartascstc lumii, prin cuvant, marile sale revelapi, 
deoarece „poezia e un organ al sacrului”, iar tot ce ne inconjoarS trebuie determinat sS-§i 
recunoascS originea divinS. Viziunea lui este una cosmicS, religioasS, iar asemeni lui 
Heidegger, poetul realizeazS o revolupe a condipei discursului liric in ceea ce prive§te gandirea 
§i rostirea originarS. Convins cS poepi sunt „mai mult ai limbii decat ai lor”, Nicolae Ionel a 
fost un cSutStor in profunzimi, iar fantezia sa creatoare este inspirape §i har. Lirica ioneliana 
are o evidentS mizS spirituals, iar in universul aproape mistic, inflorit, eul poetic se simte 
invadat de bucurii: 

„§i-ntr-o lumina noi top ne aprindem p-unim si vedem 

ne facem lumina §i-Ti suntem lumina, 

fSrS-nceputuri §i fSrS sfarsit.” 7 

Nicolae Ionel face parte dintre poepi cu o sensibilitate aparte, intelectualizand o 
profunditate particulars in intreaga sa poezie. Rccunostirda §i fidelitatea fal,S de Dumnezeu nu 
produce diformitSp plicticoase, ci aventuri de cunoastcre. Pentru multi, postmodemismul este 
sinonim cu secularizare, insS perioada postbelicS nu presupune de fapt secularizarea religiei, ci 
sacralizarea viepi §i implicit a literaturii. Literatura postbelicS ridicS numeroase intrebSri legate 
de motivapa religioasS a omului contemporan, dar poezia reprezintS, astfel, poarta de acces 
cStre sacru. Sfanta ScripturS a avut o reals influents asupra acestui creator roman de literaturS, 
ca de altfel §i pentru loan Alexandru, Daniel Turcea, Doinas, Caraion §i alpi. Lirica religioasS 
a lui Nicolae Ionel este o manifestare de tip hierofanic a sacrului, divinitatea insSsi fiind regSsitS 
in relapa sa complexS cu fiupa omului. Poetul, modelul antropologic arhetipal este cel care 
realizeazS prczcnta tainei divine existente in cotidian, a re-gSsirii de sine in lucrurile mSrunte, 
a cSror semnificapi profunde nu mai sunt percepute, tainic, de cStre omul modem de astSzi. 
Volumele sale Cuvant in cuvant, Scara de raze, Crinul deschis, Nume pe ape, surprind 


7 Ibidem, p. 9. 
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intalnirile spiritului poetic in metamorfozele sale, cu dimensiunea religioasa a existen^ei. Pentru 
poet, sacrul este o manifestare a iubirii: 

„Striga, Doamne, in inima mea, striga tare 

striga-ma, Dumnezeule, §i-ntoarce-ma, 

ca m-am pierdut de Tine §i de sufletul meu”. 8 

Niclae Ionel este bine conturat ca personalitate aparte, iar opera sa pare a veni dintr-o 
traditic cre§tina de prima mana. Opera lui transmite fiorul prin ritmul si rima dinamica a 
verbului plin de har, prin organizarea ideilor in maniera divina, depa§ind intclcgcrca de 
suprafa^a, atragand sufletul spre abis, stil preluat din Psalmii lui David, specific evreilor. Prin 
poezia lui, Nicolae Ionel ramane intr-un univers sacru. Asa cum cantecul de leagan trebuie sa 
legene nu neaparat pentru adormire cat pentru somn 9 tot a§a si in crcapa poetica sunt 
concentrate intrebari nu pentru a exprima tensiunea raportului omlui cu lumea, ci intrebari 
privind cuvoastcrca lumii. Adonnirea si somnul sunt trepte ale unificarii. Nicolae Ionel reflecta 
autenticitatea chemarii adresarii, rugii lui Dumnezeu. Rugaciunea este o cale de comunicare cu 
Dumnezeu dar si de imparta§ire cu EL In poezia religioasa frumosul estetic este inlouit de 
frumusetca divina iar poezia in sine devine o rugaciune la care participa atat cititorul cat si 
poetul. Literatura religioasa nu este una minora, ea constituie parte integranta a literaturii 
romane. Sursa de inspirapc este Sfanta Scriptura, iar de aici poctii i§i iau sursa de 
inspirapc.Vcrsurilc sunt punctul in care poetul, curatindu-se pe sine, se intalne§te cu 
Dumnezeu. Poezia lui Nicolae Ionel este o adevarata perla cre§tina, o comoara duhovnieasca. 
Poezia are menirea de purificare a sufletului omenesc, de lauda la adresa lui Dumnezeu, de a 
intra in comuniune cu divinitatea. Elegan^a frazei, frumusetca expunerii, boga^ia crea^iei 
conligureaza un lirism al aspiratici spre divin si spre sacru care se implctcstc cu dramatismul 
cunoa§terii, cu tensiunile ei. Nicolae Steinhardt il ensidera un poet autentic: „volumul Calea 
vie lumineaza tot ce-i mai putin rau si patat in sinea mea”. 10 Crcal,iilc lirice sunt rodul 
intalnirilor cu Dumnezeu in iubire, in care eul liric simte nebulos, in complexitatea si 
diversitatea lumii pulsa|ia divinului si a sacrului. 


8 Ibidem , p. 24. 

9 Idem, Cantece de adormire, Editura Fides, Ia§i, 2000, p. 6. 

10 Nicolae Steinhardt, Drumul cdtre isihie, Editura Dacia, Cluj-Napoca, 2000, p. 35. 
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in lumea acesta atat de legata de materie §i de trup, poezia este dovada ca exista lotus i 
aspecte care transend mizeria cotidiana. Poetul este un marturisitor al Iubirii iar poezia 
religioasa are o valoare in sine, nu reprezinta o poezie minora. Nu se poate vorbi despre o 
poetica religioasa fara sa vorbe§ti despre Iubire, despre Lumina. Poezia religioasa reprezinta o 
importanta parte din lirica romaneasca. Poetul se regase§te pe sine, dupa nenumarate incercari 
sau lupte inteioare, ca o plasmuire a divinitapi, ca o fiin|a prin care vorbe§te insusi Dumnezeu. 
Prin cautarea permanenta a sacrului, poetul ajunge sa-1 imite pe Dumnezeu. Natura poeziei 
stab il este o relate cu Dumnezeu deoarece poezia a fost mereu limbajul predilect pentru 
manifestarile rcligiozitapi umane. Raportandu-se intr-un mod personal la sacru, Rudolf Otto 
introduce subiectul prin referire la transcendent cvidenpind trairile acestuia. Pentru a evita 
confundarea sacrului cu latura sa pozitiva de „absolut moral” sau „dcsavarsit”, acesta prefera 
sa se refere mai ales la termenul de „numinos (daca de la lumen s-a putut forma luminos, atunci 
si de la numen se poate forma numinos) si vorbesc despre o categorie numinoasa ca despre o 
categorie speciala a interpretarii si evaluarii §i, la fel, despre o stare sufleteasca numinoasa ca 
despre una ce i§i face aparitia atunci cand aceasta categorie este intrebuin|ata, adica atunci cand 
un obiect este rcsimtit ca numinos.” 11 Prin urmare, numinosul este sacrul existent in toate 
religiile. Acest numinos nu poate fi intclcs de oameni decat ghidandu-i spre acel punct al 
propriului suflet de unde poate el apoi sa izvorasca facandu-i consticnp de cxistenta lui. El nu 
poate fi inva^at in sensul strict al cuvantului, el poate fi doar trezit, stamit. Sacrul este perceput 
ca o putere asociata cu ceva misterios dar care rationalizcaza in intregime ideea de Dumnezeu. 
De asemenea, Otto 12 distinge atat omul natural care nu resimte niciun sentiment in fa|a 
numinosului, cat §i omul este pentru spirit, sacrul devenind astfel un factor primar care sta la 
originea unei revclatii interioare, dar independent de orice rcflcctic mentala. Julien Ries 13 ofera 
o interpretare asupra distincpci lui Otto afirmand: „din punct de vedere rational, aceasta 
categorie genereaza ideile de absolut, de pcrfccpunc, de necesitate. Din punct de vedere 
iraponal, adica mistic, ea exprima sentimentele religioase care se manifests atunci cand 
rcacponam in fa|a diferitelor fenomene.” 

Scriitor de frapanta originalitate, consacrat inca de la debut ca o voce singulara in 
peisajul liric al anilor 70, Ionel este acceptat in seria de pocfi ai sacrului. „Comuniunea mistica 
cu sacrul este un cxcrcipu spiritual reluat la infinit si care il cuprinde §i pe cititor in vulutele 

11 Rudolf Otto, Sacrul, Editura Dacia, Cluj-Napoca, 2002, p. 12. 

12 Ibidem, p. 75. 

13 Julien Ries, Sacrul in istoria religioasa a omenirii, Editura Polirom, 2000, p. 39. 
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urcatoare ale vortexului.” 14 , afirma Nicolae Mecu, iar versurile „Nici o stihie / nici o faptura / 
nimic din duh / nimic din natura / nu mai poate trai inafara / bucuriei ca sunt / bucuriei ca zbor 
/ sunt viu de toate Hin^clc-n ceruri / de cerul intreg / sunt nemuritor” 15 reflecta bucuria 
libcrtatapi si libertatea bucuriei a sinelui transpus in neantul universal. 

La Nicolae Ionel, un mare creator de limbaj poetic, poeziile sunt moduri ale unei rostiri 
cscntialc, astfel meat „poezia nu ramane un simplu act estetic, desi nu inceteaza sa fie arta, ea 
devine un veritabil act teurgic, loc al manifestarii in glorie a unui cuvant poetic apt sa contina 
si sa manifeste o veritabila logoenergie. Corelatul acestei muta(ii in planul limbajului poetic 
este abandonarea semnificarii lui Dumnezeu ca substan(a (sau esen|a) in favoarea 
«reprezentarii» lui ca cxistcn(a, respectiv fofia, acpunc, energie.” 16 
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Abstract: Nichita Stanescu was a true modern poet, and as a modern poet, he felt had to re-invent some, 
if not all the myths he could get his pen on. The symbolism in his poems is often heavy and playful at 
the same time. The portrayal of the angels suffers great changes as the poet moves through his work: 
from the sweet cupid images to the voices of the unseen angels to an angel who smokes and has paranoid 
thoughts. In other poems the angel accuses the human of being despicable for no apparent reason or 
the cherub wants to sell a dog to the human. All the poetic texts contain multiple connotations when it 
comes to communication between the world we live in and the one form above. 

Key words: angels, modernism, repurposed symbolism, broken communication, deconstructing myths. 


Ingerii sunt fiinte ale intervalului dupa cum le numeste Andrei Plesu 1 , rolul lor este 
acela de a face legatura dintre lumea pamanteana si cele superioare. Poezia neomodemista reia 
motivul ingerului in diverse ipostaze. Liderul necontestat al generatiei '60 nu putea ocoli 
abordarea fiintelor siderale in lirica sa, din moment ce zborul este un motiv recurent in poemele 
sale. Sugestia inaltului este evocata prin mai multe simboluri: zborul, pasarea, aripa, ingerul. 
Pot fi distinse o serie de situatii in care isi face aparitia ingerul: de la sugestia prezentei 
ingerului, pana la comunicarea mai mult sau mai putin reusita cu acesta, de la dublarea eului 
poetic in cel al ingerului pana la simbolul inspiratiei angelice. Le vom discuta in cele ce 
urmeaza. 

Prezentele angelice sunt doar prefigurate in volumele precedente celor 11 elegii, abia 
aici incep sa se iveasca in mod direct. „Nucleul elegiilor il constituie contemplarea dinafara a 
omului, o dureroasa contemplare de sine. Iesirea din sine a omului si contemplarea conditiei 
sale cu un ochi exterior, deci relativizarea sa. Numai ca aici posibilele efecte grotesti sau 
absurde sunt departe de caricatural, ele sunt tinute in firau de o sensibilitate crispata, de 
constiinta, de o nobila suferinta a cunoasterii. Tensiunea lirica ia nastere aici din capacitatea 


1 Andrei Plesu, Despre ingeri, Ed. Humanitas, Bucuresti, 2015; 
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tipica de a se implica in inaccesibil, de a trai cu toata fiinta incordata o fictiune a absolutului, 
un vis al imposibilului.” 2 Simbolurile folosite sunt aripile, zborul, aerul. in A treia elegie 
interiorul se vede din exterior, totul in eu devine privire goala prin care launtrul transpare in 
afara. Dar nu se opreste in acest stadiu, ci interiorul invadeaza exteriorul „Camera se varsa prin 
ferestre/ si eu nu o mai pot retine in ochii deschisi./ Razboi de ingeri albastri, cu lanci curentate,/ 
mi se petrece-n irisi.// Ma amestec cu obiectele pana la sange,/ ca sa le opresc din pornire,/ dar 
ele izbesc pervazurile si curg mai departe/ spre o alta oranduire.” ingerii sunt cei care pazesc 
vamile dintre sine si lucruri, revarsarea sinelui nu poate fi oprita de data aceasta. Privirea mai 
presus de fire este redata prin cresterea si deschiderea altor ochi: „din frunte, din tampla, din 
degete/ mi se deschid.” Noii ochi nu sunt fizici, ci au o substanta imateriala, siderala. Aripile 
si pasarile sunt prezente spre a reprezenta zborul, iesirea din materialitate. Aerul e elementul 
care determina schimbarile prin care trece poetul in continuare. „Deodata aerul urla.../ Isi 
scutura pasarile pe spinarea mea/ si ele mi se infig in umeri, in sira,/ ocupa totul si nu mai au 
unde sta./ in spinarea pasarilor mari stau celelante./ Franghii zbatatoare le tarasc,/ acvatice 
plante./ Nici nu mai pot sta drept,/ ci doborat, peste pietre fluorescente,/ ma tin cu bratele de 
stalpul unui pod/ arcuit peste ape inexistente./ Fluviu de pasari infipte/ cu pliscurile una-ntr- 
alta se agita,/ din spinare mi se revarsa/spre o mare-nghetata neinnegrita./ Fluviu de pasari 
murind,/ pe care vor lansa barci ascutite/ barbarii, migrand mereu spre tinuturi/ nordice si 
nelocuite.” Privirea ramane elementul-cheie al poemului, tot ce vede omul ii soarbe acestuia 
fiinta „Dar mai degraba,/ ea, privirea, ne tine/ la un capat al ei fructificati.// Suge din noi cat 
poate,/ parand a ne-arata/ ingerii copacilor si ai/ celorlalte privelisti.// Copacii ne vad pe noi,/ 
iar nu noi pe ei.// Ca si cum s-ar sparge o frunza/ si-ar curge din ea/ o garla de ochi verzi.// 
Suntem fructificati. Atarnam/ de capatul unei priviri/ care ne suge”. „Poetul ramane fixat la 
vizualitate (ochi), privirea fund pentru el instrumentul esential de contemplare.” 3 Calatoria 
sinelui e una care se incheie fara a putea reda altceva in afara amintirii atingerii 
transcendentului. 

Un alt text in care ingerii sunt prezentati in mod indirect este Aeroport de toamna, aici 
doar auzul inregistreaza apropierea fiintelor angelice. „Auzeam ingeri. Stam la panda/ gata sa- 
i sar primului in spinare,/ pregatindu-ma pentru o calatorie.” Acest voiaj pe spinarea ingerului 
poate fi inteles nu numai drept o salvare din lumea pamanteana, materials marcata de prezente 


2 Lucian Raicu, Structuri I item re, Ed. Eminescu, Bucuresti, 1973, p. 260; 

3 Marin Mincu, Poezie si generatie, Ed. Eminescu, Bucuresti, 1975, p. 22; 
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diavolesti, ci si drept o luare in stapanire a inspiratiei poetice. Ingerul fiind inspiratia, poezia, 
aventura lirica, procesul in urma caruia este creat textul poetic. Timpul este cel care declanseaza 
criza. Acesta este resimtit diferit de partile aceluiasi corp. „Timpul se sparsese;/ fiecare apucam 
din el ce puteam,/ si nici macar nu mai curgea peste tot/ la fel:/ in glezne trecea o luna,/ in 
genunchi o zi, in coasta o ora/ pe limba un minut si-n tampla/ o secunda”. 

Motivul zborului sugerat se poate identifica si in A saptea elegie „Traiesc in numele 
pasarilor,/ dar mai ales in numele zborului./ Cred ca am aripi, dar ele/ nu se vad. Totul pentru 
zbor./ Totul pentru a rezema ceea ce se afla/ de ceea ce va fi.” Aripile desemneaza aici o 
capacitate de a depasi limitele umanului. Aripile sunt invizibile pentru ca sunt interioare asa 
cum poetul sugereaza si in alte texte. Asemanarea omului cu ingerul consta in posesia aripilor, 
doar ca la om acestea sunt launtrice. 

Elegia a opta, hiperboreecma propune o imagine diferita a fiintclor siderale. ingerii 
devin niste obiecte taioase, ca niste flori presate intr-o carte. „Ea aprinse deodata-o lumina,/ pe 
genunchiul ei, verticals,/ sub o palarie rosie/ virginala./ Arunca langa glezna mea o carte/ scrisa 
in cuneifonne./ ingeri presati ca florile/ se scuturau sfaramati, pe platforme.// ingeri innegriti 
intre litere,/ intre pagina de deasupra si de jos,/ subtiati, fara apa in ei si racoare,/ cu tais 
fioros...// Ca sa ma tai cu ei de privirile/ care fara sa le-nvoiesc, mi-au crescut - / cand, toga 
virila, tristetea mea aspra/ cu o fibula de gheata mi-o prind.” Hiperboreea este simbolul 
taramului nordic, inghetat, al ratiunii pure. Ingerii sunt figurativi, au rol de jaloane care 
marcheaza calea spre transcendenta. Renasterea este o re-inventare a sinelui, intreaga aventura 
descrisa fiind in afara corpului „imi voi dezbraca trupul/ si voi plonja in ape, cu sufletul 
neaparat,/ luandu-si drept limita/ animalele marii.// Oceanul va creste, desigur, va creste/ pana 
cand fiecare molecula a lui/ cat un ochi de cerb va fi,/ sau/ cu mult mai mare,/ cat un trup de 
balena va fi.” Activitatea ilustrata este in mod evident una a zborului, din nou apar ingerii 
alaturi de pasari pentru a simboliza aceasta realitate. „Se-arata-o sfera cu intunecimi ca muntii,/ 
pe care pasarile stand infipte-n ciocuri,/ cu pocnet greu de aripi, o rotesc.// Desigur, idealul de 
zbor s-a-ndcplinit aici./ Putem vedea mari berze-nfipte-n stanca/ miscandu-se incet. Putem 
vedea/ vulturi imensi, cu capul ingropat in pietre,/ batand asurzitor din aripi, si putem vedea/ o 
pasare mai mare decat toate,/ cu ciocul ca o osie albastra,/ in jural careia se-nvarte,/ cu patru 
anotimpuri, sfera.// Desigur, idealul de zbor s-a-ndeplinit aici,/ si-o aura verzuie prevesteste/ 
un mult mai aprig ideal.” 
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in textul urmator relatia om - inger include candoare si chiar, in mod surprinzator, un 
aer protector din partea omului. Inger refuzat de pasari e imaginarea ludica a unei relatii cu 
lumea superioara. Poetul incearca sa elibereze partea angelica din sine de materialitate si nu 
prea reuseste. ingerul poate fi inteles ca o parte a sinelui care este captiva in realul launtric si 
care a fost refuzat de realul din afara pentru ca li lipseste materialitatea. „Inger refuzat de pasari/ 
si de zborurile lungi/ imi ajungi pana la gura/ pana la sarut mi-ajungi./ Astfel stai inscris cu 
tipat/ in conturul scos din minti,/ raspicat, al vietii mele/ care-nfinge-n tine dinti.” 

Cuvintele isi arata insuficienta in lipsa inspiratiei si poetul isi simte inutilitatea in 
absenta ingerului tatuat cu hard. Acesta este calauza in lumea imaginalului 4 / imaginarului? De 
fapt cele doua concepte se suprapun aici. Termenul imagined este preluat de la Henry Corbin 5 
care defineste prin acest cuvant lumile intermediare dintre cer (cer inteles drept paradis) si 
pamant, lumi care nu au materialitate, dar care pot fi accesate si care si-au lasat amprenta asupra 
tuturor culturilor. In textul lui Nichita Stanescu ingerul este un ghid (cu hartile sale tatuate) 
care 1-ar scuti pe poet de efortul de a inventa lumi noi, de a crea un imaginar. Conditia de 
creator fara un model prealabil presupune o serie de pericole pe care omul trebuie sa si le 
asume: „...Nelinistea, groaza/ de a li primii si singurii/ de a fi hymene ale universului”. A 
inventa o floare este poemul nelinistii de a poseda libertatea fara a intelege cum poate ea fi 
folosita, oamenii isi doresc stapani atat de mult incat ii inventeaza daca acestia nu exista. „Si 
nevoia de a inventa stapani/ zei si flori,/ toti, absolut toti in viitor,/ in viitorul verzui pe care-1 
nnmim/ trecut...// A inventa un rau curgand liber/ prin aerul fara maluri...// A inventa o floare/ 
al carei miros/ suntem.” Groaza creatiei implica si respingerea responsabilitatii, de aici apare 
nevoia de a avea stapani si refuzul singuratatii. „Poate ca din singuratate ne inventam stapani.” 

Pe langa calitatea de a fi ghizi ai umanului in lumile transcendente, ingerii isi exercita 
si functia purificatoare; in textul Da, Doamne o ploaie albastra ingerii apar ca niste accesorii 
in parul poetului dupa ce curatirea venita din cer si-a terminat actiunea. „Duce-m-as calare pe 
un cal fara hamuri/ in campia neagra, lugubra.// Duce-m-as cu parul ud de ingeri, de stafii,/ 
izbit in tampla de Icarii scanteind/ ai apelor, cazand de sus atat de vii/ din suspendatul, fixul 
labirint.” Se distinge in aceste versuri imaginea calului care are un rol psihopomp. 


4 A se vedea subcapitolul Ingerii si imaginalul, din studiul Despre ingeri al lui Andrei Plesu, Ed. Humanitas, 
Bucuresti, 2015, pp. 48 - 78; 

5 Henry Corbin, „Mundus imaginalis ou L'imaginaire et rimaginal”, in Cahiers internationaux de symbolisme, 
nr. 6, 1964, apud Andrei Plesu, op. cit. , p. 57; 
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in Mana cu cinci degete se dezvaluie ideea ca fiecare realitate din aceasta lume are cate 
un inger veghetor al ordinii si echilibrului elementelor. Exista ingeri ai viermilor, ingeri ai 
norilor. Acestia sunt in antiteza: norii reprezinta realitatile siderale, ale intelectului rece, in 
timp ce viermii si noroiul sugereaza instinctualul, teluricul. Sideralul raneste fiinta umana cu 
imaterialitatea sa si omul se retrage spre dorinta - afectivitate instinctuala, primara, moment in 
care dispar membrele corpului „Fara brate imi era fiinta,/ si fara picioare”. Lipsa aceasta 
reflects imposibilitatea actiunii voite a omului odatS ce acesta intrS sub influenta instinctului 
care ll imbrStiseazS pe om „lucind de foame”. CSIStoria prin elemente care urmeazS este o 
restaurare ontologies a sinelui: „M-am tras in lemn si in mSduva cainilor,/ in ochii frunzelor si 
in cai,/ in uscStimea roasS de sobolani a painilor,/ in burta lui veifi si-a lui erai.” Renasterea la 
o conditie imbunStStitS este necesarS. „Dar au scos cinci degete apucStoare/ cu amprente de 
serpi,/ incolSciti sub un soare/ inverzit de ierbi.// MS tine in palma ei acuma/ mana cu cinci 
degete stranse ecou./ Plansem cat plansem, apoi sezum/ ca sa renastem din nou.” 

Ridicare de cuvinte ilustreaza o alta fateta a sinelui care de aceasta data apare armonios 
si in centrul sau confine conditia zborului: „Port ingerul in mijlocul cerului.” Toate defectele 
umane sunt expuse ca fund lipsite de importanta pentru a fi, mai apoi, iertate. „Ne mancam 
unii pe altii/ numai din foame/ din adoratie/ din structura/ din amor./ N-are importanta./ Noi 
suntem ceea ce suntem,/ adica frumosi.// Port in inima mea sangele/ mereu nemiscat./ Port in 
ochiul meu lacrima/ mereu sarata.” Fiinta confine atat impuritatea cat si metoda de a atinge 
puritatea absoluta care sta, de fapt, in insusi centrul sinelui. 

O poezie in care imaginea angelica este bine conturata este Ingerul cu cartea in maini. 
Comunicarea dintre planul angelic si cel uman nu este posibila inca. ingerul trece imperturbabil 
prin pereti, prin blocuri, prin chioscuri si nu raspunde in vreun fel chemarilor omului. Si aici, 
ca in toate textele lui Nichita Stanescu, de altfel, se poate aplica o cheie de lectura care il 
considera pe inger aducatorul inspiratiei poetice care nu se lasa prinsa usor. Poetul se agata de 
piciorul scaunul pe care sta ingerul si se inalta cu acesta. Zborul nu este unul lipsit de peripetii 
si de suferinte. „Astfel prin aer si prin ziduri/ cu ingerul zburam si eu,/ la fel cum flutura in 
vant/ matasa unui steag infrant!// Si ma raneam de-acoperise,/ de ramurile verzi, piezise,// si 
ma izbeam de stalpii lungi,/ de cabluri si de sarme si de dungi...” Omul ramane, insa pe pamant, 
descumpanit si dorindu-si mai mult de la acest fel de intalnire. „0, el se-ndeparta si eu/ tot mai 
vroiam sa-1 vad, prin seara.// ...Dar el s-a dus alunecand,/ impins in rai ca de un vant,/ sau, 
poate, de-apasarea unui gand/ cu mult mai mare.” Comentand acest poem Petrisor Militaru 
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observa „Intalnirea cu ingerul capata treptat o incarcatura ritualica, deoarece eul liric 
proiecteaza dialogul din poem in plan simbolic, dupa modelul liturgic: cu vin, paine si sare. 
Daca pana acum impulsul ascensional era asociat cu zborul si aripa, de aici inainte aspiratia 
poetica este descrisa in relatie cu invocarea ingerului, un inger teribil, total detasat de lumea 
vizibila.” 6 

Comunicarea intre regnuri (om si inger) devine posibila la nivelul dialogului, dar 
intelegerea dintre cei doi nu se realizeaza. Ingerul acuza omul de mai multe grozavii: Esti 

un pore de caine,/o jigodie si un rat./ Pute iarba sub umbra ta care-o apasa;/ mocirla se numeste 
respiratia ta!” La intrebarea omului „!/ - De ce, i-am strigat, de ce?”, raspunsul apare imediat, 
dar e de neinteles: Fara pricina!”. Ingerul e aici nu numai neindurator, dar e si sarcastic. 
Portretul acestuia este bine conturat: „Apoi ingerul, ah ingerul, ah ingerul, ah ingerul/ a plecat 
cu aripi de aur zburand/ intr-un aer de aur./ Fluturi de aur/ falfaiau in aura ingerului de aur./ El 
zbura aurit,/ el era cu totul si cu totul de aur./ El se indeparta catre departare de aur,/ in care 
apunea soarele de aur./ - De ce te indepartezi de la mine, i-am strigat,/ de ce pleci, de ce?/ - 
Fara pricina, mi-a raspuns, fara pricina...” Contrastul uman/ angelic este accentuat tocmai 
pentru a reflecta atitudinea ingerului. Parafrazandu-1 pe Dan Laurentiu, putem arata ca poezia 
lui Nichita Stanescu are un spirit „al contradictiei - ea penduland cu egala febra intre afirmatie 
si negatie, cu o dialectic^ recognoscibila imediat ca apartinand autorului respectiv, prin 
pasiunea disputei.” 7 

Insusi umanul e definit ca inger latrator. Comunicarea cu instantele transcendentului 
se face greoi din cauza materialitatii inerente conditiei umane. Ceea ce caracterizeaza fiintarea 
in spatiul umanului este un proteism determinat de rationalitatea adoptata sau nu de om. 
„Ochiul se face frumos sau urat/ de dupa ideea de dedesupt.” in aceasta ecuatie ratiunea nu este 
singurul element definitoriu, un rol decisiv il are si afectivitatea. „Timpul se face de semizeu/ 
daca tu il iubeste pe <?m.” Opozitia dintre piatra inerta si inger defineste in mod paradoxal 
umanul construit din materie si spirit. „Eu sunt o piatra-n strigare, o piatra - / un inger eu sunt, 
care latra/ o data/ si inca o data/ si inca o data...” (Si adevarata, - si jucata). 

Conditia umana este abordata si in textul Putina sticla colorata in care mintea omului 
are o components angelica. „Paharele nenorocite/ care sunt trupurile noastre,/ doamne da, 
doamne da,/ sa nu le spargi chiar tu in mana ta,/ sa nu le spargi chiar tu./ Mai bine bea putinul 


6 Petrisor Militaru, Prezente angelice in poezia romana , Ed. AlUS PrintEd , Craiova, 2012, p. 219; 

7 Dan Laurentiu, Eseuri asupra stdrii de grade, Ed. Cartea romdneasca, Bucuresti, 1976, p. 202; 
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nostru creier,/ ciorba de inger fiarta rau;”. Tonul de rugaciune aduce in prim plan dorinta de 
spiritualizare a eului, de spargere a tiparelor umanului. Sticla colorata simbolizeaza putina 
frumusete divina continuta in mintea umana. 

Un alt exemplu de comunicare esuata intre regnuri este si textul A cumpara un caine. 
De data aceasta omul e incapabil de a raspunde la intrebarea simpla a ingerului „ - Nu vrei sa 
cumperi un caine?”. Aceasta ratare a comunicarii genuine e semnul clar al incompatibilitatii 
dintre lumile reprezentate de cele doua fiinte. 

O alta fateta a interactiunii dintre om si inger e initierea, de aici vin schimbarea numelui 
din Lupta lui Iacob cu ingerul, mitul biblic este transformat intr-o alegorie a luptei poetului cu 
inspiratia. Dialogul de aceasta data este posibil, ingerul Hind tot neindurat. „Ai ras.l Eu am 
tagaduit si am zis:/ N-am ras. Caci mi-a fost frica./ Dar el a zis: Ba da, ai ras Ideea de la 
inceputul textului e aceea a dublului - angelicul e inteles ca dublul umanului si lupta este aceea 
dintre cele doua laturi ale sinelui: cel material cu cel spiritual. Initierea are drept scop moartea 
simbolica dupa care vine asumarea unei noi conditii prin schimbarea numelui. Frica de moarte 
e reala, de unde apare si plansul, urmat de tagada. „Ai plans. Eu am tagaduit si am zis:/ N-am 
plans. Caci mi-a fost frica./ Dar el a zis: Ba da, ai plans! si nu se mai gandi la mine./ M-a uitat.” 
Motivul increatului apare in aceste versuri „E1 mi-a spus:/ Tu te-ai nascut pe genunchii mei./ 
Eu te stiu de cand te-ai nascut./ Nu-ti fie frica de moarte,/ adu-ti aminte de cum erai/ inainte de 
a te naste./ Asa vei fi si dupa ce vei muri./ Schimba-ti numele.” 

Comunicarea dintre om si inger se realizeaza in Schimbarea la fata (Nu uitati: nu mi-e 
foame). Lipsa foamei si a setei reprezinta o depasire a instinctualului, odata depasit, acesta nu 
mai poate impiedica manifestarea spiritului substantializata prin inger. Functia ingerului este 
aceea de a schimba esenta umanului. „Dar nu mai departe de aceasta seara,/ pentru ca la miezul 
noptii/ vine ingerul.// El imi va spune:/ - Am venit sa te schimb!/ - Schimba-ma, am sa-i 
spun./ Si el ma va schimba.” Pentru ca operatiunea sa fie una reusita, se are in vedere acordul 
omului care devine la randul lui agentul transfigurarii naturii. Comunicarea cu naturalul, de 
aceasta data, are de suferit dupa transfigurarea umanului. „Dupa aceea eu ma voi duce la cal/ 
si ii voi spune:/ - Calule, am venit sa te schimb./ - I-ha, imi va raspunde el,/ iar eu n-am sa 
inteleg daca trebuie/ sa-1 schimb/ sau daca el vrea sa-1 schimb.// Si n-am sa inteleg daca eu sunt 
pentru el/ ceea ce este ingerul pentru mine./ - Am venit sa te schimb, calule./ - I-ha, i-ha, imi 
raspunde calul.” Omul inca nu se crede indreptatit sa actioneze asupra elementelor naturii in 
procesul de transsubstantiere a realului. 
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in Moartea pasarilor ingerul devine deprimat „«0 sa mor si n-o sa mai fie ingeri»,/ se 
gandeste ingerul stand/ cu aripile-ntinse, foarte-ntinse,/ stand/ pe vine intre o casa si un copac,// 
stand/ acolo unde-1 ajunse din urma/ starea.” Zborul devine inutil, de fapt, nu atat inutil, cat 
imposibil. Ploua cu oua, care se sparg - semn ca zborul devine imposibil. ingerul e singur si 
duce in mod ritualic mana la gat intr-un gest al decapitarii. Insemnele demnitatii conditiei 
angelice sunt degradate: „Aura lui afumata/ i-a cazut in jurul gatului/ ca un strang.// «Am sa 
fiu spanzurat/ de propriul meu har, de propriul meu har/ afumat de tutun»,/ se gandeste ingerul.” 
Comunicarea nu mai e posibila pentru ca oamenii lipsesc din acest spatiu. Pasarile si ingerul 
sunt singurele fiinte prezente, legatura dintre ei find evidenta. Melcul, simbol al retractilitatii, 
al sigurantei, al autosuficientei isi gaseste sfarsitul. Ingerul este un alt simbol al sigurantei, nu 
al autosuficientei, ci al invulnerabilitatii si isi contempla propria disparitie. Legatura cu 
transcendenta s-a rupt: calul si caruta - simboluri psihopompe sunt invadate de continutul 
oualor sparte. Motorul, reprezentant al progresului, este si el distrus, canalul, care ajuta la 
indepartarea murdariei, nu isi mai poate indeplini functia. Imaginea e apocaliptica. „Aura lui 
afumata/ i-a cazut in jurul gatului/ ca un strang.// «Am sa fiu spanzurat/ de propriul meu har, 
de propriul meu har/ afumat de tutun»,/ se gandeste ingerul.” 

Prezentele angelice sunt mult mai numeroase in opera stanesciana. Cele prezentate in 
studiul de fata reprezinta doar cateva ipostaze ale ingerului cu functiile sale in marea calatorie 
care este viata umana cu treptata sa spiritualizare. Ce vom retine este ca atingerea ingerului 
transfigureaza umanul putin cate putin spiritualizand realitatea launtrica a omului care, la 
randul sau, va transfigura la inceput timid, apoi din ce in ce mai sigur realitatea inconjuratoare. 
Pe de alta parte, putem observa ca toate aceste texte pot fi interpretate ca niste arte poetice, 
omul este etemul creator al poeziei. Arta poetica stanesciana nu trebuie privita ca un proces 
egoist - poetul nu este un egocentrist preocupat numai de propriile experience lipsite de 
semnificatie, ci poezia este sinonimul conditiei umane. Omul se aseamana cu Dumnezeu atunci 
cand creeaza - poezia este un ternien generic pentru orice fel de exercitare a facultatii creatoare 
a sinelui uman. Pe masura ce omul creeaza fara egoism sau dorinta de epatare, eul sau se 
spiritualizeaza. ingerul reprezinta contributia divinului la aceasta dorinta de inaltare a omului 
spre cele spirituale. Pana la urma Nichita Stanescu se impaca si cu acele parti ale sinelui care 
sunt mai putin armonioase. „Capacitatea de a ramane ceea ce este, fiinta imperfecta, desigur, 
dar mereu regasibila sub acelasi unghi de incidents si de alegere esentiala, capacitatea de a se 
schimba, nu de putine ori demonstrativ, proteic, cu constiinta privirii din afara, intr-o lume 
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statica, si de a recadea din nou in sine intr-o lume avand drept reper regimul vitezei si al 
inlocuirii, asigura autoritatea vocii poetului, si cand acesta alege mai multe trupuri si vrea sa se 
exprime dintr-o data prin ele simtim ca totul este platit , acoperit de girul loialitatii.” 8 
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Abstract: Jean-Pcml Sartre employs the Christian myth of Nativity by moulding it in a myth of liberty 
as well as in a support for his existentialist philosophy. The essential conflict of Sartre’s play „ Bariona 
ou le Fils du Tonnerre” (’’Bariona or the Son of Thunder”) launches and unfolds itself within the 
frame of engaging the hero’s conscience. In this occurrence, it embroils only the two irreconcilable 
terms of customary morality: the Evil and the Good. This profound manichaeism reigns over the text 
drawing an ampler structure which leans on pairs of opposing concepts. Thus, the Evil engenders: the 
angst, the despair, the revolt, the crime project (against the Messiah) or of collective suicide (in a word 
the religion of ’'nothingness”) whilst the Good drags in: the lucid acceptance of suffering, the 
responsibility, the fight, the faith, the hope, the joy. 

Keywords: the Christian myth v.v Sartre’s religion of nothingness; the being and non-being; 
mystification, demystification; Ten- soi & le pour- soi; spokesman for ideology. 


J.-P.Sartre: a ’’forgeur” of dramatic myths. There is an essential trait of the writers 
defending a cause (be it ethical, political, social) which may be encountered in the writings of 
Jean-Paul Sartre (1905-1980) more than in the case of any writer of the kind: Sartre’s oeuvre 
has a permanent link to its own commentary. In the aftermath of World War Two, this 
„directeur de consciences”, or „intellectuel total”, this „polygraphe de genie” ( D’ 
Ormesson, 1997: 301), has much to say in the development of theatre but also as a commentator 
of his own works. Michel Contat and Michel Rybalka have gathered Sartre’s texts in two 
volumes, namely: Les Ecrits de Sartre (1970) and J.P.Sartre : Un theatre de situations 
(1973). These works are an excellent instrument of research for those who study in depth 
Sartre’s writings. 

Since Sartre is indeed a founder of the French existentialism, the rubric of 'existentialist' 
might mean for Sartre’s reception something already there, beforehand. The critical inertia 
might have acted as a kind of'fatality' in Sartre’s case. But, again, it is the critical exegesis the 
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very side that unanimously figured out in his drama the features of a theatre of ideas openly 
engaged in defending causes, hence a polemical one. Because Sartre's theatrical project aims 
a total de-mystification, an ideological de-mystification and an aesthetical demystification. 
Sartre even uses the words mystification and de-mystification as he would take into account 
the paradox on which the theatrical spectacle is based. Aware of this paradox, Sartre claims 
that all de-mystification should be, in a way, ’’mystifying”, a kind of ’’countermystification”: 
„Je crois, moi, profondement, que toute demystification doit etre, en un sens, mystifiante. 
Ou plutot que, devant une foule en partie mystifiee, on ne peut se confier aux seules 
reactions critiques de cette foule. II faut lui foumir une contre-mystification. Et pour 
cela, le theatre ne doit se priver d’ aucune des sorcel-leries du theatre”. ( J.P.Sartre, in: 
M. Contat & M. Rybalka, 1970 : 77 ). 

According to Sartre, theatre should not be a philosophic vehicle since it is impossible 
for it to express philosophy as a totality. On the contrary, theatre needs a formula which allows 
it to remain theatrical, while it can reconcile the rapport of theater with ideology. This formula 
is no other than the myth. The myth is one of the cornerstones of Sartre's thinking on theatre. 
The text of a conference delivered by Sartre in New York is particularly revealing. It is entitled 
’’Forging the myths”. It defines a theatrical formula which must underpin itself with ’’myths 
that everyone can understand and feel deeply": „des mythes que chacun puisse comprendre 
et ressentir profondement”. However, in order to have the quality of myth, a play must 
transgress the banality of contingency. It must project within the audience an enhanced and 
enriched image of their own suffering:„projeter au public une image agrandie et enrichie 
de ses propres souffrances”. In order to illustrate what he means by saying ’’mythical play”, 
Sartre takes as an example Camus’play ’’Misunderstanding”, Le Malentendu. 

Forging the myths(hence Sartre as a ’’forger”- artisan- of dramatic myths) signifies not 
only denying symbolic and symbolist theatre (qualified by Sartre as childish, „enfantillage”) 
but also considering the theatre performance as a ritual ceremony, unique and irreplaceable. 
Sartre admitted that this thought would haunt him after his play unique of its kind, Bariona ou 
le Fils du Tonnerre, (1940) : „ A cette occasion, comme je m’ adressais a mes 
camarades par- dessus les feux de la rampe, leur parlant de leur condition de prisonniers, 
quand je les vis soudain si remarquablement silencieux et attentifs, je compris ce que 
le theatre devrait etre : un grand phenomene collectif et religieux”.( J.P.Sartre, in : M. 
Contat & M. Rybalka, 1970 : 62 ). 


964 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


But, forging the myths, in this circumstance, signifies finding a style of his own, able 
to banish all familiarity and to install a distance between the work and its public. The idea that 
the mythical form of the spectacle must appropriate an adequate style came to light in one of 
the primary texts by Sartre on theatre, namely Le style dramatique, dating from 1944. The ideal 
style is the one that can align or even ally the simplicity of everyday language with the 
distinction, the dignity of solemn language and tenderness, at the same time, of the great 
tragedies, where the word must not get out its magic, primitive and sacred role: „la dignite du 
langage sombre et tendu des grandes tragedies, ou le mot en aucun cas ne doit sortir 
de son role magique, primitif et sacre”.( J.P.Sartre, in: M. Contat & M. Rybalka, 1970: 
34 ). Creating an austere theatre, moral, mythic and ritual seems to be, in sum, the fundamental 
exigency of Sartre’s reflection on the theatre. He imposed this exigency even since his first 
theatrical experience, namely Bariona ou le Fils du tonnerre (Bariona or the Son of 
Thunder). 

The myth of Nativity and the existentialist bias. In an interview collected by 
M.Contat & M.Rybalka ( 1970 ), Sartre asserted having written Bariona in 1940 when he 
was a prisoner of war, a in a stalag in Treves (Trier). His purpose was to enliven the resistance 
of his companions of captivity against the Germans. „Pour moi, T important dans cette 
experience etait que, prison- 

nier, j’ allais pouvoir m’ adresser aux autres prisonniers et evoquer nos pro- 
blemes communs. Le texte etait plein d’ allusions a la situation du moment, parfaitement 
claires pour chacun de nous. L’ envoye de Rome a Jerusalem, dans nos esprits, c’ etait 
T Allemand. Nos gardiens y virent T Anglais dans les colonies.” ( J.P.Sartre, in : M. 
Contat & M. Rybalka, 1970 : 373 - 374). 

The author states unequivocally the political pretext that has inspired him, but he 
reveals a new meaning, a philosophical one, that he wants to confer to the myth of the 
Incarnation. He said that others might have thought that he was going through a spiritual crisis, 
if he chose to write a mystery. It was not the case. Nativity was the subject able to unite 
Christians and non-believers, alike. Sartre expressed existentialist beliefs in denying Bariona 
the right to commit suicide and in designating him for the fight. „A me voir ecrire un mystere, 
certains ont pu croire que je traversais une crise spirituelle. Non ! Un meme refus du 
nazisme me bait aux pretres prisonniers dans le camp. La Nativite m’ avait paru le 
sujet capable de realiser T union la plus large des chretiens et des incroyants. Mais j’ 
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exprimais des idees existentialistes en refusant a Bariona le droit de se suicider et en 
le decidant a combattre”.( J.P.Sartre, 1973 : 221). 

The first experience of Sartre as a dramatist borrows from the Christian myth the 
narrative model. This model is to be altered by the author who converses it in accordance with 
the message he wants to send. Thus the myth becomes the pre-text of a meta-text. The conflict 
invented by Sartre within the mythical fable and the oppositions caused by the conflict aim to 
illustrate the germs of a philosophical system which is to mature in the following years, once 
with the apparition of the work L ’ Etre et le Neant, in 1943, where Sartre presents the doctrine 
of atheistic existentialism. This conflict is based on a series of oppositions. Thus Bariona is 
opposed to Balthasar, one of the Magi, preacher of the new religion of Christ. Bariona is 
opposed even to his own wife, Sarah, and even to the collective character represented by people 
of Bethaur. This conflict opposes Bariona to the social order represented by Lelius, the 
administrator of occupied Judea, the conflict opposes him to Herod, the infanticide king. Not 
in the last, the conflict is between Bariona and God. 

But the basic conflict of the play engages and unfolds in terms of the consciousness of 
the hero. Here it entertains two of the irreconcilable terms of morality: The Good and the Evil. 
Or, it is particularly this opposition the one that governs in the text an ampler structure. It 
responds to a pair of opposing terms, as on the side of the Evil the following are aligned: the 
angst, the despair, the rebellion, the project of crime (against the Messiah), the collective 
suicide, the religion of nothingness. On the side of the Good the following are aligned: the lucid 
acceptance of suffering, the responsibility, the fight, the combat, the faith, the hope, the joy. 
This manichaeism opposes, at the end , the man of ancient Law, The son of Thunder that 
Bariona used to be, to the man of the new Law, the first disciple of Christ that Bariona will 
become. The Sartrean hero exceeds this fundamental opposition. He aligns himself on the side 
of the good, his freedom is supposed to be his supreme authority. It is because of this freedom 
that the hero succeeds in annihilating the Evil. He thus engages in action under the auspices of 
the Good. While he was on the side of the Evil, his freedom retained him into anguish, despair, 
solitude. Bariona: „Mes compagnons, refermez vos coeurs sur votre peine, serrez fort, 
serrez dur, car la dignite de T homme est dans son desespoir !” ( J.P.Sartre, in : M.Contat 
& M. Rybalka, 1970: p. 580 ) Or: „ Pour souffrir, pour mourir, on est toujours seul...” 
( p. 581). This is the way in which Bariona tries to persuade his villagers about the necessity 
of a collective suicide, as a sole act of protest possible against the authority of the Romans: 
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Bariona :„Nous ne voulons plus perpetuer la vie, ni prolonger les souf-frances de notre 
race. Nous n’ engendrerons plus, nous consommerons notre vie dans la meditation du 
mal, de 1’ injustice, de la souffrance...” ( p. 580). He finds an extraordinary occasion to 
preach a new religion, that of nothingness, of annihilation, of „neant”. 

Bariona: „Je souhaite que notre exemple soit publie partout en Judee et qu’ il 
soit a 1’origine d’une nouvelle religion, la religion du neant”. (p. 581 ). His rebellion, 
in the name of this freedom, - on the side of the Evil- gets sometimes imprinted with satanic 
accents: 

Bariona : „Faire un enfant c’est approuver la Creation du fond du coeur”. 

( p. 584 ). In existentialist terms, this infant (the very one that his wife, Sarah, is 
pregnant with) will be too much for the world. Just the same as „1’ etre- en- soi”/ 1’ en - soi” / 
est de trop pour 1’ eternite.” (J.P.Sartre, 1943 : 34). Bariona : „ Femme, cet enfant que 
tu veux faire naitre c’ est comme une nouvelle edition du monde(...) Tu vas recreer le 
monde, il va se former comme une croute epaisse et noire autour d’ une petite 
conscience scanda- lisee / „le pour- soi”/ qui demeurera la, prisonniere, au milieu de la 
croute // „ 1’ en- soi” / comme une lanne” ( p.584 ). Similarly to another Roquentin, the 
protagonist of ’’The Nausea”, La Nausee, he will sense the immense hostility of the world: 
Bariona : „Le monde n’ est qu’ une chute interminable et molle” ( p. 579 ) inspiring him 
a metaphysical horror:„L’ existence est une lepre affreu-se qui nous ronge tous et nos 
parents ont ete coupables...”( p. 585 ). 

It is easy to recognize in this discourse a certain brutality, even cruelty, specific to 
Sartrean language in front of excessive contingencies of the world, before the opacity and the 
gratuity of I’en-soi which has engulfed conscience. Another character, Balthasar, one of the 
Magi, subscribes to this: Balthasar : „Tu vois cet homme- ci, tout alourdi par sa chair, 
enracine sur la place par ses deux pieds et tu dis, etendant la main pour le toucher : 
Il est la !”(p.604). 

Sartre wants his character to be fully responsible for his acts, regardless on whose side 
they are, be it of the Good or of the Evil. But, although free, he does not prove to be equal to 
himself, he becomes his own negation. Bariona:„Et si je veux etre un homme de mauvaise 
volonte ? La mauvaise volonte ! Contre les dieux, contre les homines, contre le monde ! 
J’ ai cuirasse mon coeur d’une triple cuirasse”.(p. 599) Mais cet insurge, ce revolte 
comme un Satan („Je veux me dresser contre le ciel et je mourrai seul et irrecon- 
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cilie...”) ( p. 599 ). By becoming a disciple of Christ, the character allies himself with Hope 
and Joy, on the side of the Good. Even his atheism is only a quest for God because, although 
he seems to act as if God did not exist( „ L’ Eternel m’ aurait- II montre Sa face entre les 
nuages, et je refuserais encore de L’ entendre” ( p. 599 ), he still watches for every sign 
from Him. Bariona : „Alors qu’ II fasse un signe a son serviteur ! Mais qu’ II se hate, 
qu’ II m’ envoie ses anges avant 1’ aube ! Car mon coeur est las de L’ attendre et 1’ on 
ne se deprend pas aisement du desespoir quand on y a goute une fois !” (p. 586 ). 

It seems that he searches in transcendence a certitude that the material world, the ,,1’en- 
soi”, by its opacity, is unable to offer him: Bariona : „Le monde n’ est qu’ une motte de 
terre qui n’ en finit pas de tomber”( p. 579 ). Likewise : „ Ma sagesse me dit: la vie 
est une defaite, personne n’est victorieux et tout le monde est vaincu !”(p. 580 ). Just 
like another Hamlet, face to face with existential nothingness, he despairs to grasp the being 
though non-being, le non- etre, or as Sartre expressed it in V Etre et le Neant :„La realite 
humaine surgit comme 1’ emergence de /’ etre dans le non- etre” (J.P.Sartre, 1943 : 53). 

After the transformations operated by the author in the statute of his character, the latter 
changes everything by remaining free, as he always keeps his freedom unaltered and he keeps 
responsibility for his choice, should he be located on one side or another. Bariona : „Car je 
suis libre, et contre un homme libre, Dieu lui- meme ne peut rien... II ne peut rien 
contre la liberte de 1’ homme !” ( 599 ). He is free at the beginning of the play when in his 
satanic project it wants to compete with God. He is free even when he is abandoned by everyone 
and ravaged by sadness, he stands alone,, au seuil de leur joie comme un hibou qui cligne 
de 1’ oeil” (p. 623 ). He intercepts on this occasion the project of his freedom: „Je serai libre, 
libre..Libre contre Dieu et pour Dieu, contre moi-meme et pour moi-meme... Ah, comme 
il est dur !” ( p. 627 ). 

He will be ’’free and light” at the end of the play when, before the Nativity scene, he 
receives a revelation : the birth of a child does not necessarily mean ”an acceleration of the 
existential entropy ” . He passes on the side of the new religion, the side of the world that has 
found its beginning: ’’Raise our child” he says now to his wife, Sarah. „Je deborde de joie, 
comme une coupe trop pleine. Je suis libre, je tient mon destin entre mes mains. Je 
marche contre les soldats d’ Herode et Dieu marche a mon cote. Je suis leger, Sarah, 
ah, si tu savais comme je suis leger ! O, Joie, Joie ! Pleurs de joie !” (p. 632) 
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But this latter time Bariona is no longer alone, prey of an abstract freedom, because he 
assumed to give a sense to this freedom, he understood to fill it up by engaging in an act, in a 
social action. He has no other choice but to start a war against the Roman occupant. Bariona 
finds a way out of the conflict that took place in his conscience both defeated, as a man of the 
ancient Law, and winner, as a first disciple of Christ. 

The new Bariona denies his previous revolt, which becomes , by this very negation, 
useless, meaningless, like a philosophical premise doomed to be denied. However, this 
negation proves its efficiency. It allows the hero to return among his villagers, to re-become 
their leader and to accomplish a mission that shall resonate in the eternity : to save the Holy 
Family against the soldiers of Herod. 

Through this oscillation between two antagonistic attitudes (the satanic insurgence, the 
safeguarder of the Holy Family), the hero loses his consistence manifested in the beginning, 
even his authority and credibility. One of the villagers launches this reproach: „Tu etais le 
chef, alors... Aujourd’ hui tu n’ es plus rien... Laisse-moi, tu nous as trompes ! (p. 605). 

It is Sartre, who, in his theatre project and philosophical project, used his characters to 
be the vehicle of his metaphysical ideas. He was thus compelled to empty the heroes of their 
message, to reduce them to a void so that he could refill them with a new message. 
Philosophically speaking , it is the negation of another negation. Bariona, among Sartre’s 
dramatic characters, is the first one to enact the very concepts of Sartre’s philosophic system : 
le pour-soi. He is the character always in the quest of his essence : „en avcint, en arriere de 
soi, jamais soi ”, since wc know that „son existence precede l’essence." ( J.P.Sartre, 1943: 
185). 

A theatrical aesthetics in nuce. Bariona embodies the very condition of the Sartrean 
dramatic character, as it had been conceived in Sartre’s writings on theatre. He is no longer a 
’’character” of the predetermined conditions of traditional theatre. He is nothing else than a 
possibility of choice, he is in any moment what he has chosen to be. He updates, with his limits, 
the author’s intention to present on the stage man in front of his acts. But he is also inauthentic 
as his acts do not at all happen on stage. He accomplishes neither his project in the service of 
the Evil (the collective suicide, murder, annihilation), nor his service on the side of the Good, 
as a soldier of Christ. He leaves us with the promise that his actions will extend beyond the 
stage, in myth and history. 
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There is an episodic character in the play, apparently an insignificant one, namely Le 
Montreur d’images. Just like Balthasar, but in another sense, he embodies the writer as his role 
is purely discursive, irrespectively to relate and to describe, without engaging for all that in the 
action. He makes comments on the images that constitute the decor of the play, this very fact 
being a new pretext to place the fable on mythical coordinates. He comments what is behind 
the scenes and accompanies his descriptions with an ironic commentary which prevents the 
lector or the spectator to be completely smitten by the fictitious drama. He undertakes many 
allusions to the contemporary world and the political situation of the moment. By its irony, it 
induces ’’the distance” (that Sartre had postulated in theory in his writings on theatre). 

This distance insinuates between the work and the public due to the act of dispelling 
the theatrical illusion. It reminds us without respite that the world in the theatre is even more 
real than the real: „que T on est au theatre, alors que l’on aimerait se sentir transporter 
dans un autre monde, encore plus reel que le notre”.( Pavis, P., 1987 : p. 397 ). This 
character is uninvolved in the action, therefore he also keeps himself at a distance from the 
dramatic action, as in the following example: Le Montreur d’ images : „ Vous pourrez 
regarder, pendant que je raconte, les images qui sont derriere moi : elles vous aideront 
a vous representer les choses comme elles etaient...” ( p. 565 ) Or: „ Bethaur est un 
village de huit cents habitants, situe a vingt-cinq lieues de Bethleem... Celui qui sait 
lire pourra, rentre chez lui, le retrouver sur une carte....” (p. 567 ). He has the role of 
demystifying the drama through his demystifying intrusions. 

But this role is twofold subversive, since the author has conferred to it not only an 
esthetic intention, but also an ideological mission, that of desecrating the Christian Myth. In 
this regard, the blindness is highly significant. From the very first moment it seems more than 
strange, even absurd for somebody whose role is sine qua non related to the visual sense to 
imply blindness. Allegorically, his blindness could be in reference to responding to God’s 
incarnation. It could be an author’s trick to convey in the text his atheism, his loss of Christian 
faith. 

He even said at the beginning that he was blinded by accident and then he said that he 
is blind only to the images that are the icon of divine incarnation myth. Just like Balthasar- on 
an ideological level-he represents the allegorical hypostasis of an atheist author, therefore blind 
to Christian faith. He does not involve his conscience. Through this alienation and through his 
ironic discourse, the character safeguards the degradation and the desecration of the Christian 
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myth. This character also shows his refusal of supernatural in the fact that God is ’’this man” 
and his angel is identified with the devil. 

Balthasar reinforces two contrary tendencies, an alternation of an objective discourse 
(abstract, metaphysical) and a subjective discourse(poetical, imaginary, metaphorical). 
Balthasar : „ Christ est venu t’ apprendre que tu es responsable envers toi- meme de 
ta souffrance” ( p. 625 ).on the other hand, the poet has his turn to the metaphorical use of 
language :Balthasar : „ Mais il y a autour de toi cette belle nuit d’ encre et il y a ces 
chants dans T etable et il y a ce beau froid sec et dur, impitoyable comme une vertu 
et tout cela t’ appartient. Elle t’ attend, cette belle nuit gonflee de tenebres et que des 
feux traversent comme des poissons fendant la mer. Elle t’ attend au bord de la route, 
timidement et tendrement, car le Christ est venu pour te la donner” (p. 625 ). 

One gets this way to see the gap between the Sartre’s option for a free character who is 
being created in the every moment of the action, and the author’s necessity to convey a clear 
ideological message, which leads to the character’s "enslavement" for the author’s ideological 
project. Sartre also reveals the creator struggling with his contradictions. On the one hand, he 
wants to "forge a myth", demystifying it. On the other hand, he wants to communicate an extra¬ 
literary message, and ideological and philosophical one. He attempts to reach the univocity of 
this type of ideological message by using poetical words, by their nature ambiguous and plural 
in meanings. In this approach, the philosopher works with the poet - the sensitive being who 
use creative and magical power of the word that generally escape the thinker. Moreover, this 
fascination with the words, due to their elusive "mystery" remains a constant throughout 
Sartre’s literary creation, since Nausea (1938 ) until the autobiographical work The Words 
(1964). In Nausea , for example, Sartre masterfully showed the impossibility of thinking to 
attach itself to words, impossibility which generates the wave, dizziness, and finally, the 
excruciating, existentialist nausea. 

If in other plays by Sartre the poetry of language disappears in front of the idea, Bariona 
is certainly the most preferred as it makes the most of the great lyrical resources of the word. 
The text of this play valorizes the synesthesic force of the words, which makes us think of the 
correspondences of Baudelaire or of the lesson of Jean Giraudoux. Le Passant : „Je marchais 
dans le noir sur la route dure et sterile et je croyais traverser un jardin plein de fleurs 
enonnes et chauffees par le soleil en fin d’apres-midi, quand elles nous lachent au nez 
tout leurparfum”(p.587). Caiphe : „Mes narines debordent d’une odeur enorme et suave, 
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le parfum m’ engloutit comme la mer. C’ est un parfum qui palpite, qui frole... une 
suavite geante qui fuse a travers ma peau jusqu’ a mon coeur... J’ etouffe, je suis noye 
de parfum...”( p.592 ). 

This efflorescence of poetic images, the landscapes associating unexpectedly spring to 
the Birth of Christ suggests symbolically the marriage of Heaven and Earth at the Advent of 
the Messiah, and the deep intuition of a mystery in nature resulting in the installation of Good 
in the middle of Evil. 

Mythical and poetic at the same time, this theater also defends the rights of poetry and 
mythical fable coming from elsewhere to become fused, for it is to the poetry that myth - 
subjected to an invention and a perpetual invention - owes its quality and capacity to endure, 
and it is the myth to whom the theater of poetry owes its undeniable weight of universality. 

There is a will constantly retraceable through all authors between the wars, interwar 
authors and to Sartre as well, namely that of modernizing the myths, of treating them with 
solemnity and without the troubles of anachronisms, and desecrating them on purpose. But the 
reanimations applied to myths arrive even at situating the mythical fable under paradoxical 
coordinates. Jean-Paul Sartre employs the Christian myth of Nativity by moulding it in a myth 
of liberty as well as in a support for his existentialist philosophy. 

That is why Jean-Paul Sartre, ’’the last of the Mohicans” as D’Ormesson put it ( :301) 
in contemporary critical consciousness remains ’’alive, accessible, attractive , being animated 
by a great ironic style that could be closer to that of Voltaire, but a Voltaire who would have 
also been able to write pages like Rousseau” (Jacques Lecarme, 2000: p 719). Right now, after 
35 years since his death, Sartre continues to fascinate readers and researchers. 
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INNOVATIONS AND CONTINUITIES IN ALEXANDRU IVASIUC’S WRITING 
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Abstract: Alexandra Ivasiuc, a writer less studied and known after 1989, is and remains a debatable 
writer of the Romanian literature. His political and philosophic affiliations of that time made of him, if 
not a renegade, an outdated and humble writer, who didn’t pass the test of time. In spite these things, 
his literary activity, though a short one, was prolific in writings. The seven novels, the two volumes of 
essays and a couple of short stories attest the eagerness and the avidity of how Alexandru Ivasiuc wrote. 
His writing is irregular. In his novels, he adopts different styles, having a calm tone. On the other hand, 
the essays overflow with Marxist dogmata and a verbal inflow. His political combats, his Marxist belief 
favoured his publication during the communist period but, at the same time, it diminished his influence 
after the regime’s fall. Considered psychological, essayistic, analytical, realist, Alexandru Ivasiuc - the 
writer - is a complex one to be situated in literature’s frames of that time, being seen as a prolecultist 
or as an author of subtle subversion. 

Keywords: Alexandru Ivasiuc, writing, innovation, continuity 

La aparipa lui Alexandru Ivasiuc pe raft, a aparut §i o problema data de dificultatea 
incadrarii sale intr-o anumita categorie literara sau in continuitatea alteia. „Alexandru Ivasiuc 
are totu§i inca un loc inca incert pe harta prozei romancsti. Din cel pul,in doua motive: pentru 
ca problema eseismului sau n-a fost clasata §i stimuleaza mcntincrca unei distance prudente in 
materie de aprecieri si situari; si pentru ca harta insa§i e nciixata!” 1 

Ambiguitatea prozei lui Alexandu Ivasiuc provine din problemele cu care se confrunta 
cultura romana in perioada comunista. Critica in transee. De la realismul socialist la 
autonomia esteticului, volumul lui Alex Goldis, prezinta clar si patrunzator perioada de 
cumpana prin care au trecut criticii acestei perioade. Daca unii sunt aserviti total regimului si 
devin inexistenti sau nefolositori dupa caderea acestuia (ca si operele analizate de ei), altii se 
remarca si dupa schimbarea regimului. 


1 Ion Bogdan Letter, Alexandru Ivasiuc. Pdsarile , Antologie, prefala, comentarii, rcfcrmtc critice §i bibliografie 
de Ion Bogdan Letter, Bucure^ti, Editura Albatros, Colecpa Lyceum. Texte Comentate , 1986, p. LXXXIV- 
LXXXV. 
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Tot Alex Goldis prezinta discrepanta dintre marxism si regimul realist socialist: „Desi 
cele doua au obiect comun relatia literaturii cu societatea, ele se diferentiaza net prin 
functionalitate: in timp ce metoda marxista se rezuma la explicarea mecanismelor de reflectare 
a realitatii in opera literara, realismul socialist urmareste sa influenteze in mod direct realitatea, 
punand umarul la edificarea unei noi sociatati. Prima este o discipline pozitivista, valorizand 
istoria si factualul, a doua dispretuieste realitatea necorespunzatoare programului de partid” 2 . 

Debutul lui Alexandru Ivasiuc fiind unul brusc, neanuntat de scrieri anterioare, a surprins 
pe toata lumea, in special critica literara (daca putem afirma asa ceva in conditiile in care 
Cenzura era cea care cernea scrierile, critica primindu-le in varianta publicata, scrierile Hind 
deseori variante ale textului original). 

Primul sau roman, Vestibul (1967) poate fi comparat cu un cal troian. Exegeza literara s- 
a impartit in doua tabere. Unii au vazut in el un inovator, altii - un antitalent. Astazi, cand 
romanele sale sunt considerate proletcultiste, deoarece par a promova crezul vremurilor negre, 
prapastia ramane aceeasi. Rezulta intrebarea: un roman ce prezinta realist anumite perioade din 
istoria unui popor devine nevaloros o data cu schimbarea ce survine in mod inevitabil si 
constant? Constatam ca dezavantajul major al acestor opere, in genere, este dat de perioada pe 
care o zugravesc. Din cauza atator evenimente, amintiri si intamplari tragice ce au avut loc in 
perioada regimului comunist, scrierile din aceasta perioada prezinta reticiente din partea 
lectorului. Distanja dintre cele doua parti creste direct proportional cu prezentarea simplista 
sau favorabila a realismului socialist. 

Criticul Alex §tefanescu are opinii controversate. La inceput vede la Alexandru Ivasiuc 
marea influcnta a Romantismului, apreciind acest lucru. Mai apoi il contesta, allrmand ca 
„metoda lui este mai mult un viol decat un act de seductjc” 3 . Astfel, scriitorul mai degraba s-a 
impus decat a reu§it sa fie placut de publicul cititor. Parerea criticului nu se va modifica nici 
dupa schimbarea survenita scenei literare si politice romanesti, dupa cum reiese din articolul 
ce reapare in „Romania literara”. El dezvaluie un vinovat in cazul constantei schimbari pe care 
o prezinta scrisul lui Alexandru Ivasiuc. „A fost cea mai spectaculoasa abjugare din literatura 


2 Alex Goldis, Critica in transee. De la realismul socialist la autonomia esteticului, Bucuresti, Editura Casa 
Romaneasca, 2011, p. 19. 

3 Alex §tefanescu, Prim Plan (35 de scriitori romani contemporani, dispuse in ordine cronologica), Bucuresti, 
Editura Eminescu, 1987, p. 176. 
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noastra contemporana, produsa sub presiunea unei institutii care, prin definitie, nu are nimic 
inchizitorial: critica literara” 4 . 

Cu toate ca i s-a contestat de multe ori talentul scriitoricesc, tot timpul i s-a laudat 
inteligen(a. „Incerca orice funded orice ii era posibil” 5 . A debuat tarziu si a sfarsit repede, 
intreaga lui cariera literara Hind mtinsa pe o perioada de zece ani. Au ramas in urma lui 
Alexandru Ivasiuc zece lucrari importante: saptc romane, un volum de nuvele si doua volume 
de eseuri. Fiind in perioada imediat urmatoare interbelicilor, care a fost influence de o gandire 
psihologica, inevitabil, acest lucru se va regasi §i in romanele lui. 

Personajele sale au o sete de confesiune, o mare dorinta de a releva si a se revela 
cititorului. Maniera sa este una confesiva, personajele sale prezentandu-se cititorului in toata 
complexitatea lor. Prin acestea a fost apropiat de Camil Petrescu sau Anton Holban, dar §i de 
Thomas Mann, Virginia Woolf sau Marcel Proust. Aceasta sete se observe §i la scriitor, mai 
ales in interviurile pe care le-a dat. 

Desi scrisul sau este analitic, Alexandru Ivasiuc marturisea: „nu sunt un prozator de 
analiza! Paginile mele proaste sunt bateri pe loc in jurul unor idei, iar cele bune sunt pagini de 
viziune. Nu ma intereseaza autenticitatea cazurilor pe care le expun, ci autenticitatea §i valoarea 
problematicii care se degaja din aceste cazuri. Prozator de analiza este Marin Preda, prozator 
de analiza a fost Camil Petrescu. Eu nu sunt. Nici nu stiu ce fel de scriitor sunt...” 6 . 

Acest lucru a fost observat §i de Ion Bogdan Lefter, care nu era de acord cu analizarea 
operei scriitorului dintr-o perspective aplicata predecesorilor acestuia. Alexandru Ivasiuc este 
un inovator §i astfel scrisul sau ar trebui analizat dupa noi criterii, dintr-o noua perspective 
evidentiate chiar de cdtre scriitor. „Principalul defect al mai tuturor comentariilor, fie ele 
favorabile ori rezervate, a fost §i este raportarea la un model restrictiv de roman, care trebuie 
largit pentru a-1 include si pe Ivasiuc” 7 , spunea Ion Bogdan Lefter. 

Revenim la aceeasi problemd a criticii. „Criticul profesionist (dace nu e cu totul deplasat 
se mai vorbim de aceaste categorie dupe 1948) nu putea afirma aproape nimic despre literature 
fere a fi legitimat de institutia partidului sau de abstractiunea poporului - de cele mai multe ori 


4 Alex Stefanescu, La o noua lectura: Alexandru Ivasiuc (fragment) in ,,Romania literara”, an XXXVI, nr.28, 16- 
22 iulie 2003, p. 10-11. 

5 apud. N. Carandino, 9 pentru eternitate in ..Asociatia Scriitorilor din Bucure^ti”, 1977, p. 286 - 287, in Bibioteca 
critica. Alexandru Ivasiuc interpretat de... ”, studiu introductiv, argument, atologie, cronologie fi bibliografie de 
Constantin Preda, Bucurefii, Editura Eminescu, 1980, p. 41. 

6 Florin Mugur, Profesiunea de scriitor, Bucurefii, Editura Albatros, 1979, p. 164. 

7 Ion Bogdan Lefter, op. cit. p. LXXXV. 
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tot o masca a vointei politice” 8 . Rezultatul este, deci, indoielnic pentru lectorul de azi. Se pare 
ca nici obiectul - opera, si nici subiectul - criticul nu sunt viabile dupa ce anii au trecut si 
societatea s-a dezis de Istoria imediata. 

Imprimarea unui caracter eseistic, lucru ce a fost intens contestat de critici, cu toate ca 
primele romane i-au fost bine receptate de catre public, este tocmai particularitatea romanelor 
lui Alexandru Ivasiuc. 

Printre paragrafele reprezentative scrisului sau se regaseste si urmatorul paragraf din 
romanul de debut, Vestibul : „Am desfacut stiloul meet fi, pe foaia alba care trebuia sa fie prima 
pagina a scrisorii acesteia, am inceput sa desenez un neuron, celula pentru al carei studiu mi- 
am petrecut sau, hai sa spun adevarul, careia mi-am dedicat aproape intrega mea viapi. Forma 
ei, pentru ca, dupa cum ftii sunt neuromorfolog. Ani de zile am cautat sa surprind forma exacta 
a acestei celule fi a arborizaliilor ei complicate, facand eforturi sa aduc in plan - schema fi 
desen - complicated ei funepuni intime, mecanismele ei intricante. Daca as fi cautat o deviza, 
acum imi dau seama, ar fi trebuit sa fie: nimic nu are sens daca nu e adus in spapu si plan. 
Formele aveau un sens fi o cxistcnta, o realitate indiscutabila, care ma apara de toate grcutaplc. 
Structurile celulare(...), pentru mine au fost dovada, timp de ani de zile, ca traim intr-o lume 
ordonata fi reala, in care orice mecanism isi are neaparat forma, conturul, fi este desparpt de 
celelalte lucruri, chiar daca numai printr-o greu sesizabila margine fina” 9 . 

Doctorul Ilea, fi in general personajele lui Ivasiuc, se diferenpaza de cele din perioada 
proustiana. De aceasta data, constiinta vrea sa patrunda in „valul coplefitor al gandurilor fi 
amintirilor” ca sa-i inl,clcaga mecanismul, astfel „lasa locul unui activism naravaf” 10 . 

Paragraful prezinta modalitatea de a concepe o opera literara din perspectiva lui 
Alexandru Ivasiuc. Important nu e ceea ce izbefte ochii, ci detaliile ce se ascund in liniile de 
suprafata. Din aceasta cauza, naratiunea este diminuata in favoarea descrierii. 

Naratorul nu dorefte sa aiba controlul personajelor sale. Autorul nu se crede un inovator 
al unor personaje cxccpponalc sau nemaiintalnite. El dorefte sa prezinte noutatea in analiza a 
unor cazuri, care de asemenea nu sunt neaparat noi sau originale. „E o ciudatcnic aici... 
inteligenla artistica presupune capacitatea de a domina lucrurile, dar marea fericire a 


8 Alex Goldis, op. cit., p. 13. 

9 Alexandru Ivasiuc, Vestibul , Bucure$ti, Editura pentru Literatura, 1967, p. 10-11. 

10 Ion Bogdan Letter, op. cit., p. X. 
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scriitorului este nu sa domine personajele sale, ci sa se lase dominat de ele, nu sa-§i domine 
cuvintele, ci sa li se supuna” 11 , marturisea Ivasiuc intr-un interviu. 

Frumuselea unei opere, a personajelor nu consta in manevrarea lor, ci in a te lasa cuprins 
de zbaterile lor, in a participa la procesele lor intelectuale sau de constiinta. Romanul modem 
presupune o participare activa, o patrundere in universul cartii §i o alaturare la acpunile 
personajelor. 

Apare constant nevoia de ancorare in realitate. Tendinta spre fonnele bine conturate, 
clare il obliga sa dea forma pana si abstractiunilor. Dar acestea sunt imaginate diferit de fiecare 
individ si chiar definite diferit, in functie de conjuncture. Totul devine nebulos si greu 
perceptibil pentru lectorul ce are de pus cap la cap piesele romanului. Acesta se formeaza piesa 
cu piesa, la fel ca un puzzle. Dificultatea solutionarii fiecarui puzzle in parte este data de 
volumul de piese. 

Alexandru Ivasiuc se considerase un geometru, se visase un om al materiilor absolute. 
Aceste lucruri dau scrisului sau un caracter recognoscibil. El a marturisit: ,,As fi vrut sa traiesc 
in mediul quasimonahal al ideilor pure, al adevarurilor univoce. Din nefericire, a trebuit sa aflu 
ca adevarurile sunt interpretabile: asta nu inseamna ca sunt false sau ca toate interpretarile sunt 
bune, dar exista intotdeauna o multitudine de interpretari posibile” 12 . 

Refugiul 1-a gasit in scris. „In loc ca sensul cxistcntci sale sa fie a scrie pentru a trai, 
literatul parcurgea cu grabire drumul lui a scrie pentru a trai plenar, pentru a se patrunde §i 
mai bine de clocotul victii sale interioare” 13 . Abstracpunilc primesc o concretizare. Este un 
prezentator al ideii - sa pipai §i sa urlu este , din psalmul poetului Tudor Arghezi. 

De exemplu, in Interval, exista un simplu cuvant care lui Ilie Chindris i se pare impus de 
cineva din afara propriei persoane. Cuvantul trebuie este animat de mersul cadent al rotilor 
trenului, de stalpii grei din cauza gravitapi cuvantului si de soarele ce parea ca, atunci cand 
straluce§te mai tare, accentueaza acelasi cuvant. Alexandru Ivasiuc marturisea: „Nu stiu sa 
contemplu, ceea ce e, iarasi, un defect. Am ramas la varsta copilariei: ca sa irRclcg un obiect, 
trebuie sa-1 bag in gura §i sa-1 gust” 14 . 

in modul in care autorul opereaza cu abstracpunilc se poate observa maiestria sa, 
deoarece aceste lucruri sunt cel mai greu de definit, §i totu§i, Alexandru Ivasiuc §i-a pastrat o 


11 Florin Mugur, op. cit., p. 162. 
12 Idem, Ibidem, p. 155. 

13 Ion Bogdan Letter, op. cit., p.XII. 

14 Florin Mugur, op. cit., p. 174. 
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gandire logica. La el totul se aseamana cu un fulg de nea pe care il vezi in toata splendoarea sa. 
il contempli, ii observi complexitatea si minutiozitatca, maiestria cu care a fost creat. Dar din 
cauza naturii sale, fulgul se topcste inainte de a-1 putea analiza in profunzime. Ramane numai 
amprenta fulgului asupra privitorului. Prins in vraja arhitecturii acestui cristal, nu mai are 
timpul, §i nici dreptul, de a-i patrunde tainele sau de a-i da alte intclesuri decat cele pe care i 
le-a lasat fulgul in scurta lui vizita. 

Abstractiunilc sunt unelte prin care scriitorul i§i creeaza opera. Ele devin fiin(e ce asculta 
de creator si il fac pe cititor sa creada in ceea ce citeste. Alexandru Ivasiuc, prin vocea unui 
personaj se descrie ca lector: „pe vremea aceea luam literatura drept viafa §i eram impresionat, 
voiam sa comunic si sa leg experienfa, sau ce mi se parea mie cxpcricnta, cu povcstilc copilariei 
mele, cuvintelor din carte voiam sa le gasesc un corespondent in cuvintele nevorbite, dar 
totdeauna in pragul de a fi exprimate ale bunicii, care intovarascau mereu tacerile noastre 
comune. §i nu §tiu cum, crezand intr-un fel de comuniune interioara a tuturor inruditilor, imi 
inchipuiam ca bunica §tie deja ce citeam eu, ca la randul ei a in teles si a citit tot. Aveam 
cincisprezece ani, §i poate de aceea” 15 . 

Autorul nu doreste sa evidentieze diferentele dintre viafa §i arta, deoarece arta devine 
insasi viafa scriitorului. Totodata se poate observa o idee care va fi concretizata si lansata de 
Nichita Stanescu, in volumul de poezii cu titlul Necuvintele. Concretizarea ideilor pe care le 
gande§te dar nu le Stic exprima, concretiza. Tocmai incercarea de a le formula, de a le verbaliza 
le ia din valoarea pe care o au in mintea literatului. 

O alta difcrenticrc intre stilul lui Alexandru Ivasiuc si cel proustian se afla la nivelul 
lexicului. Scrisul lui Ivasiuc are tendinta de neologizare, folosind multi termeni de specialitate, 
mai ales din medicina. Acest lucru este evident chiar in contextul din care face parte pasajul 
amintit, unde se observa minutiozitatca, preponderenta pentru detalii §i toate denumirile pe care 
le au toate acele mici linii sau celule ce formeaza un singur, la prima vedere, simplu, neuron. 

Viteza la Ivasiuc nu consta intr-o mare inlantuire de evenimente, de fapte sau de actiuni, 
ci in viteza pe care o iau gandurile si ideile personajelor. „Pe Al. Ivasiuc nu-1 intereseaza ce fac 
eroii sai, ci ce gandesc ei in detaliu” 16 . In romanele contemporanului exista, de fapt, un 
„minimum de epica, maximum de semnificalie” 17 . 


15 Alexandru Ivasiuc, Interval. Corn de vdndtoare, Editie ingrijita de Tita Chiper-Ivasiuc, Prefata de Alex 
§tefanescu, Bucure^ti, Edituara 100+1 Gramar, 1997, p. 34-35. 

16 M. Ungheanu, Arlripeleag de semne, Bucure^ti, Editura Cartea Romaneasca, 1975, p. 154. 

17 Alex §tefanescu, Prim Plan, p. 177. 
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Din cauza acestei viteze, nu s-a dat o atentie deosebira infatisarii si actiunilor 
personajelor, ci trairilor interioare, universului spiritual (daca do rim sa folosin un termen 
contradictoriu perioadei) al acestora. Din aceasta pricina, Alexandru Ivasiuc a dat scrisului sau 
o usoara uscaciune. Criticul Ion Bogdan Letter spunea ca acesta este reversul monedei sale. In 
graba ideii, nu se iau in calcul celelalte aspecte. Scenele, dupa ce sunt prezentate, sunt 
interpretate pentru a fi folosite in demonstrable facute de catre personaj. Ele au fost de la 
inceput prelucrate ca sa devina argumente la ideile prezentate, afirma un alt critic - Alex 
Stefancscu. 

in opozitie cu operele sale monotone, Alexandru Ivasiuc a fost un om care avea mereu 
cuvintele la el. Oricand dorea sa-si argumenteze puntele de vedere cvidcntia talent dialectal, 
fiind capabil de argumcntapi impecabile. Pana si „figura sa exprima o mare insuflefire: ochii 
negri stralucitori se dilatau in momentele de tensiune intelectuala, avand ceva din luminescent 
ecranelor de afisaj cu care sunt inzestrate calculatoarele elctronice. Simtcai ca in spatele lor 
func(ioneaza miliarde de neuroni, a flap intr-o perfecta conexiune” 18 . 

Contemporaneitatea lui Ivasiuc consta in faptul ca „Ivasiuc a facut ca nimeni altul la acea 
ora eforturi pentru a intclcge sensul de inaintare a literaturii autohtone §i de configurare a unei 
noi structuri intelectuale” 19 . Fiind un marxist, Alexandru Ivasiuc putea sa-ti explice 
evenimentele la care participa in mod activ. 

Alexandru Ivasiuc era con§tient de faptul ca era un inovator. Scriitorul a explicat genul 
de analiza a operelor sale. Este vorba „de un fel de autoanaliza si nu atat de o autoanaliza a 
trairilor cat de una a valorilor, ideilor §i a justificarilor mele. Nu ma confesez, nu-i adevarat. 
Ma justific” 20 . 

Scrisul pentru el este o modalitate de expunere a unor trairi interioare intense. Din cauza 
acestor framantari, Alexandru Ivasiuc nu se considera un mare scriitor. „Nu stiu daca am o 
mare incredere in mine ca scriitor. Am inceput foarte tarziu, a fost aproape o intamplare, si in 
tot timpul copilariei mele n-am scris nici macar o pagina. Sunt un autor profesionist care nu a 
facut, in viafa lui, un vers” 21 . 

Dorinta lui este sa fie un scriitor adevarat si, cand aceasta calitate ii este atribuita de 
Florin Mugur, il bucura nespus pe scriitor, §i in contextul in care se auzeau §u§oteli, cum le 


18 Ibidem, Ibidem, p. 175. 

19 Ion Bogdan Letter, op. cit ., p.XIII. 

20 Florin Mugur, op. cit., p. 164-165. 
21 Idem, Ibidem , p. 161. 
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spunea Ivasiuc, despre faptul ca el nu ar scrie literatura. „Iar eu vreau sa fac literatura!” 22 , 
spunea el hotarat. 

Aceasta sintagma - scriitor adevarat - este, desigur, elucidata de Alexandru Ivasiuc in 
interviurile sale. Scriitorul modem mitologizeaza. Scrisul este mereu o forma a trancesdentului, 
o modalitate de a ramane in posteritate. „Pentru mine scrisul este un mijloc de eliberare. A 
existat apoi, e adevarat, o putemica dorinta de a ma exprima. Si aceasta este cea mai mare 
dintre placeri. Neplacerile urmeaza dupa aceea. in timpul scrisului exista o bucurie teribila, 
bucuria de a construi aceste biografii posibile. Si mai este si un fenomen de anamneza.” 23 „ 
Meseria mea e nemaipomenita ca posibilitati. NIMIC nu e mai placut decat sa creezi. Este una 
din meseriile cele mai lipsite de rutina din lume. 24 

Acelasi Alexandru Ivasiuc marturiseste ca toti scriitorii „scriem aceeasi carte la infinit.” 
Dorinta oricaruia este „sa o curatam mereu. Aceasta are un alt stadiu de curatenie...” 25 Toate 
incercarile scriitorului si tot talentul sau nu ajuta nimanui si nu inseamna nimic deoarece 
„literatura nu este numai ce este ea, ci este ceea ce devine atunci cand se reflecta in constiinta 
publica. (...) Evolutia prozei romanesti va depinde de circumstante care sunt ale istoriei si ale 
societatii. 26 

in discutia cu Florin Mugur, Ivasiuc marturiseste ca meseria de scriitor este o „meserie 
civila, civila in toate articula(iilc ei, civila pentm ca impinge lumea spre civilitate, si uneori, nu 
numai spre civilitate, ci §i spre civiliza(ie” 27 . Ivasiuc se considera unul dintre promotorii noilor 
idei, atat literare, cat §i politice. „Ma preocupa lumea sociala §i §tiu foarte bine ca nu voi reu§i 
s-o cunosc decat participand. Curiozitatea mea intelectuala ma impinge la ac|iune” 28 . 

„Si daca n-am sa mor, o sa mai scriu vreo treizeci de carti.” 29 Din pacate, nu vom afla 
niciodata cate ar mai fi avut de spus Alexandru Ivasiuc. Acele treizeci de carti au devenit doar 
zece. Nu putem sa nu ne intrebam care ar ft fost cursul unui erudit precum el dupa caderea 


22 Idem, Ibidem, p. 155. 

23 Alexandru Ivasiuc in dialog cu lleana Corbea, „Cu Alexandru Ivasiuc despre Teribila pldcere de a construi 
biografii posibile” in „ Cronica”, anul XI, nr. 2, 9 ian. 1976, p. 1, 5, reprodus in Romanul romanesc in interviuri. 
O istorie autobiografica, coord. Aurel Sasu si Mariana Vartic, antologie, text ingrijit, sinteze bibliografice §i indici 
de Aurel Sasu $i Mariana Vartic, Vol. II (G-P), Partea I, Bucure^ti, Editura Minerva, 1986, p. 230. 

24 Alexandru Ivasiuc in dialog cu Valentin Borda, A fi viu inseamna a-ti trdi prezentul in „Vatra”, anul I, nr. 8 
noiembrie 1971, p. 6. 

25 Alexandru Ivasiuc in dialog cu Boris Buzila, Pentru mine Pasarile prezintd incheierea unei etape, ne spune Al. 
Ivasiuc” in „Magazin”, an XVI, nr. 685, 5 decembrie 1970, p. 4. 

26 Alexandru Ivasiuc in dialog cu Constantin Coroiu Obsesiile noastre in aceasta epoca sunt obsesii politice, in 
„Convorbiri literare”, nr. 8 august 1976, p. 3. 

27 Idem, Ibidem, p. 155. 

28 Idem, Ibidem, p. 174. 

29 Alexandru Ivasiuc in dialog cu Valentin Borda, art. cit., p. 6. 


981 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


regimului. Cum s-ar 11 prezentat romanele sale? Vocea naratorului ar fi fost la fel domoala? 
Sau ororile pe care incearca sa le prezinte subtil ar fi devenit mult mai prezente? 

Raspunsul sau anticipat la „intrebarea grava pe care mi-o pun - intrebarea pe care si-o 
pune llccarc erou din fiecare carte a mea, din fiecare nuvela - este urmatoarea: oricare ar fi 
traumele reale ale unui trecut apropiat, ar trebui sa traim ca sa le depasim, astfel incat vietile 
noastre sa se inscrie intr-un mers istoric, sa nu ramanem cantonati in nici o nenorocire, sa le 
depasim nu numai fizic, dar si psihologic si social. Nu e un secret pentru nimeni ca eu am avut 
o asemenea trauma. Dar chiar experienta castigata in timpul desfasurarii ei m-a invatat ca nu 
putem fi liberi decat daca intelegem ce ni se intampla. Nu e nevoie neaparat sa justificam pe 
toata lumea. Nu intra nici macar in temperamentul meu.” 30 
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ASPECTS OF MA GIC REALISM IN FANUS NEAGU'S NO VEL ”THE ANGEL 

CRIED OUT” 


Violeta Marinescu 
PhD Student, Romanian Academy 


Abstract: Our paper is based on analysis of the Fanu§ Neagu s novel "The Angel Cried Out", starting 
from its inclusion in literary and artistic movement called Magical Realism, also speaking about the 
relation between Realism and Balkanism. We present new arguments which prove that because 
beautifying the Realism, the author of this novel gives us the opportunity, also rare in Romanian 
literature, to discover another side of pure Realism: The Magical Realism. We emphasize, therefore, 
the myth, the legendary, the fabulous, and the symbolic force behind the carefully selected words and 
the images of high artistic expression, noting the influences and trends adopted by the author in creating 
unreal worlds that seem a natural continuation of reality. 

Keywords: Realism, Magical Realism, Fanus Neagu, The Angel Cried Out, literary symbol 


Proza lui Fanus Neagu reuseste sa aduca in prim-plan o alta fata a realismului, 
cunoscuta astazi sub denumirea de realism magic. Evidenta este in istoria literaturii romane 
existenta operelor care reusesc sa redea imagini fabuloase prin punerea in scena a unor actiuni 
spectaculoase atribuite unor personaje cu originale reale, realizate dupa tipare proprii sau 
estetizate conform tendintelor vremii, scrieri in care se resimt sau nu influence ale marilor 
creatii ale literaturii universale. Cu toate acestea, de cele mai multe ori, inspiratia isi are sursa 
in credintele si superstitiile poporului roman, imaginile capatand semnificatii „autohtone”. 
Cateodata se poate observa o coloristica universala, dar acest lucru este intalnit mai cu seama 
in creatiile apropiate epocii postmoderne, pana astazi discutandu-se din ce in ce mai des despre 
sincronizarea cu celelalte literaturi, despre „globalizare”. 

Fanus Neagu are tendinta de a insera in scrierile sale episoade intregi, secvente si 
imagini, de o expresivitate autentica in adevaratul sens al cuvantului, ale acelui „altceva”, greu 
de explicat din punct de vedere al notei reale care domina proza sa. Elemente ce prezinta lumi 
imaginare inserate intr-o lume cat se poate de reala. Personajele sale, atat cele din proza scurta, 
cat si cele ale romanelor, viseaza, traiesc, experimenteaza intr-un spatiu gcogralic foarte bine 
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delimitat, un spatiu dominat de trecut, un spatiu al baltilor si al smarcurilor, un spatiu predilect 
literaturii fanusiene. Ceea ce impresioneaza cel mai mult, nu este geograficul in sine, ca punct 
in care este plasata actiunea, ci greutatea acestuia, semnificatia lui pentru fiecare cititor in parte. 
Istoria locului are o mai mare importanta decat istoria personajului datorita evenimentelor 
petrecute acolo sau a superstitiilor legate de acele spatii. Apar, asadar, in proza fanusina, o 
proza atat de bogata din punct de vedere al expresivitatii artistice, imagini desprinse parca din 
alte lumi, totusi, imagini primite si privite, in aceeasi masura, atat de usor de catre lector, incat 
dau impresia ca ele fac parte cu adevarat din realitate. Verosimilitatea lor provine din insasi 
autenticitatea de care da dovada scrierea lui Fanus Neagu, gratie „fotografiilor” imaginare 
rezultat al maiestriei combinarii celor mai potrivite cuvinte. 

Ingerul a strigat este unul dintre textele in care se simte forta cuvintelor creatoare de 
spatii si evenimente magice gandite si traite de personaje cat se poate de credibile, de „oameni” 
si lumi cu originale reale. Forta limbajului si exuberanta stilistica, expansivitatea artistica, 
dorinta creatoare ce poate fi observata din rezultatul fiecarei fraze fanusiene, toate acestea sunt 
ceea ce critica literara numeste „balcanism”. Pentru Fanus Neagu actul de a scrie inseamna, 
ceea ce Eugen Simion 1 a observat inca de la inceput, a cauta si a gasi „cuvintele miraculoase”, 
a le aseza intr-o ordine iesita din comun, de o maiestrie specifica. Tocmai de aceea Fanus 
Neagu, nu de putine ori a fost numit un scriitor de factura balcanica, ori asa cum a spus la un 
moment dat Matei Calinescu, facand referire la autorul Ingerului a strigat ca la un scriitor 
„posedat de demonul stilului”, el, spune acesta, „are voluptatea scrisului: e o bucurie a stilului, 
ca o inocenta regasita”, totusi, acest balcanism despre care criticul ne vorbeste ar anunta tocmai 
un sfarsit de balcanism, o „prabusire a balcanismului” 2 . Ceea ce scriitorul creeaza prin puterea 
limbajului, prin aglomeratia figurilor de stil, prin deosebita indemanare, pot fi cu certitudine 
numite lumi magice, lumi care cu ajutorul acestui „balcanism” prind viata, devenind o 
continuare a vietii „reale” a cartii. O lume, asa cum Cornel Regman a numit-o, „neserioasa” 3 , 
ca cea a lui F L. Caragiale. 

Nicolae Manolescu 4 este de parere ca multi critici au scris despre Ingerul a strigat, dar 
ca nu s-au spus inca suficiente lucruri despre acest text. Pe de o parte cercetatorul are dreptate, 
au ramas neacoperite destul de multe aspecte referitoare la epicul romanesc fanusian, cea mai 

1 Eugen Simion, Scriitori romani de azi, Bucuresti, Editura Cartea Romaneasca, 1974, pp. 373-382. 

2 Matei Calinescu, Fragmentarium, Cluj-Napoca, Editura Dacia, 1973, p. 136-138. 

3 Cornel Regman, Cica niste cronicari, Bucuresti, Editura Eminescu, 1970, pp. 188-191. 

4 Nicolae Manolescu, Literature/ romana postbelied. Lista lui Manolescu, vol. 11, Brasov, Editura Aula, 2001, 
pp.159-162. 
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mare parte ale textelor critice fiind dedicate prozei scurte, dar pe de alta parte nici acesta nu 
face demersuri in a remedia ceea ce el considera ca trebuie discutat pentru a demonstra 
importanta si valoarea prozei lui Fanus Neagu in istoria literaturii romane. Comparat adesea cu 
Mihail Sadoveanu, Panait Istrati, cu St. Banulescu, cu Pavel Dan sau L. M. Arcade, adesea se 
vorbeste despre pitoresc, despre balcanism, fabulos si picaresc, uneori chiar se aminteste de 
magic (ce este mai mult decat adevarat cand se face referire la proza scurta), dar atunci cand se 
discuta despre roman, mai ales despre Ingerul a strigat, fara doar si poate, cel mai cunoscut 
roman al lui Fanus Neagu, criticii se opresc doar la cateva aspecte, fara a risca a se cufunda in 
a discuta despre lucruri nepalpabile, mai cu seama semnificatia lumilor fantastice, onirice, 
fabuloase care, si ele, in mod evident, dau sens cartii. 

Lumea romanului este intr-o continua fierbere, o lume in care dorinta personajelor se 
zbate intre actul de a-si decide propria viata si impactul fatal al destinului. Inca din primele 
pagini apar referiri la sfarsitul iminent la care este sortit omul, de la inceput suntem introdusi 
intr-o lume a realului in interactiune si interdependenta cu posibilul. Ion Mohreanu, cel cu „fata 
de om inecat” si tatal sau, cu acelasi chip, traiesc si sfarsesc intr-o lume pe care ei nu ajung si 
nici macar nu se straduiesc sa o cunoasca. in jurul lor, in special al fiului, se petrec o suita de 
evenimente, dar istoria pare sa-si piarda total din importanta in spatiul in care Dunarea este 
zeita suprema. „Fatalitatea naste necontenit iluzia libertatii!” spune Nicolae Manolescu atunci 
cand vorbeste despre libertate si predestinare in romanul fanusian. Personajul principal, Ion 
Mohreanu, fiul unui taran ucis de jandarmi pentru un furt comis de un altul, incearca sa-si 
traiasca viata prin razbunare, iubire si resemnare, lumea intreaga a romanului traieste un fel de 
miraj, hotii si criminalii sunt iertati in ziua de Boboteaza si admirati de femei, treisprezece 
familii viseaza la pamantul fagaduit al Dobrogei, promis de printul care isi doreste terenul lor 
din mosi-stramosi, o lume a baltilor si a smarcurilor, un „destin a unei colectivitati rurale peste 
care trece tavalugul istoriei.” 5 Personajele lanusiene sunt cat se poate de reale, sunt personaje 
ale unei literaturi pe care noi o numim realista, totusi, prin balcanismul la care recurge autorul 
lor, ni se aduce in scena, ceea ce este intalnit si in scrierile sadoveniene, o infrumusetare 
creatoare de lumi „ireale”. 

Sunt prezente in acest roman tot felul de trimiteri la viata de dupa moarte, la „Satan, 
imparatul negru”. Ingerul nu striga sa vesteasca viata, ingerul striga sa anunte moartea, sa 
anunte finalul infiorator al omului, fatalitatea destinului, sfarsitul iminent al unei lumi. „(...) 


5 Nicolae Manolescu, Istoria critica a literaturii romane, Pitesti, Editura Paralela 45, 2008, p. 1106-1107. 
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Lumea lui Fanus Neagu are ceremoniile ei, ceremonii grotesti, bizare, dar nu mai putin 
tulburatoare decat acelea sadoveniene. Che Andrei sau Magaie sunt filozofi ca Peceneaga sau 
Kesarion Breb, ca ciobanii lui Sadoveanu, dar ei traiesc pe parted cealalta a lumii si se inchina 
Diavolului (...) toti eroii lui Fanus Neagu si-au vandut sufletul (...) fiindca, in claustrarea lor 
deznadajduita, singura divinitate este El. in aceasta lume condamnata si fara scapare, ingerul 
nu pare a vesti nasterea, ei moartea”, spune Nicolae Manolescu 6 . Dar tot acesta mai spune si 
ca cele trei strigari ale ingerului semniflca delimitarea celor trei parti ale romanului, ultima 
strigare vestind intr-un anume fel nu moartea, ei nasterea: „Sensul adevarat al romanului - 
fiindca ultimul cuvant, dupa durere, dupa esecuri, dupa ucidere, este nasterea - ramane 
contemplarea lungului sir de dezastre si bucurii care se numeste viata. Fanus Neagu n-a sens 
cartea spre a glorifica puterea unui destin necunoscut asupra omului; ci spre a medita asupra 
puterii vietii de a iesi mai pura, mai profunda, din durere si din moarte. Destinul nu poate fi 
inlaturat sau ignorat; dar paradoxal, strigarile ingerului vestesc mereu, totdeauna, o nastere.” 7 
Aceasta fatalitate se trage, asa cum observa si cercetatorul Marian Popa 8 , din obscuritatea 
situatiilor la care participa eroii romanului. Literatura modema, spune criticul, a adus un om 
nou, un om care merge fara sa she incotro se indreapta, condus de o forta obscura, numita de 
multe ori fatalitate, „de forte ostile ramase ascunse si care-1 implica sa se fixeze.” 9 Toata aceasta 
forta dupa care personajul lumii epice lanusiene se ghideaza este „buimaceala” ca „stare 
existentiala caracteristica unor momente de rupere a sensurilor fundamentale ale lumii, de 
absenta a unor coordonate in functie de care un eveniment oarecare poate fi definit, conceput, 
prevazut” 10 iar buimacul, personajul, individul antrenat intr-un complex de evenimente pe care 
nu reuseste sa-1 domine. Ion Mohreanu vrea sa razbune moartea tatalui sau, merge pe urmele 
„ucigasului”, Tulea Falcosu din Braila, insa nu reuseste sa-1 „rasplateasca” pentru ca inculpatul 
sfarseste intr-un mod mediocru. Un lucru este foarte vizibil: absurditatea mortii devine in acest 
roman o absurditate a existentei intregii societati. 

in generalitatea ei, proza lui Fanus Neagu a fost atribuita de Eugen Simion „realismului 
artistic si vizionar”, iar in Scriitori romani de azi criticul da cateva exemple concludente 
datorita carora noi, astazi, putem, fara niciun impediment sa incadram proza fanusiena in 


6 Nicolae Manolescu, Literatura romdna postbelica. Lista lui Manolescu, vol. 11, Brasov, Editura Aula, 2001, 

p.162. 

7 Ibidem. 

8 Marian Popa, Modele si exemple. Eseuri necritice, Bucuresti, Editura Eminescu, 1971, pp. 56-67. 

9 Ibidem, p. 66. 

10 Ibidem , p. 67. 
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realismul magic. Referindu-se la un alt roman, anume la Frumosii nebuni ai marilor orase 
(1976), Eugen Simion observa ca faptele prezentate in naratiune „pomesc dintr-un plan al 
realitatii si deodata o imagine le scoate din evolutia lor normala si, parasind orice determinare, 
coerenta, realista, intra intr-o zona a oniricului.” 11 Procedeul este cunoscut in literatura 
modema, in special in cea latino-americana unde aceste episoade sunt frecvente si privite ca 
facand parte din realitatea normala. La Fanus Neagu, mai spune criticul, „instrumentul care 
tulbura simetriile realului este imaginea rara, incisiva, crescuta ca un dinte amenintator in 
mijlocul unei fraze normal prozaice.” 12 In mana prozatorului chiar si cele mai neinsemnate 
obiecte ale cotidianului devin adevarate simboluri, primind o semnificatie aparte, profunda si 
creatoare de mister, ori, asa cum spune tot Eugen Simion, tehnica sa este de a ingrosa pana la 
absurd caricatura, „persistenta in enonnitate, un realism, pe scurt, metodic pus in slujba unei 
fantezii negre.” Povestea „stramutatilor” are deosebita putere de a lipi lumea reala de lumea 
mitului, a legendei, a credintelor de demult. Naratiunea nu este deloc „fresca sociala”, lumea 
romanului Ingerul a strigat este o reprezentare simbolica a tragediei, „o incercare de a pune in 
simboluri tragedia unei lumi ce traieste in marginile unei primitivitati fabuloase.” 13 Sunt 
prezentate, asadar in carte situatii traite sau povestite de personaje, visate sau imaginate, 
intamplari care dau o culoare magica intregii naratiuni. Exista, de asemenea, datini pagane in 
care personajele inca mai cred, si cred cu atat de mare putere, incat abaterea de la ele ar insemna 
o catastrofa. Exista, spre exemplu, un ritual al prinderii si al aducerii porcilor in balta, pentru a 
se feri de bob taranii ard o cruce („Incinsa de flacari, crucea se mistuia, trosnind si improscand 
scantei. Pe cer rasarise luceafarul, mare, colturos si rece, incat iti venea sa strangi din umeri de 
frica sa nu-ti faca gaura in spinare.” - p. 121, ed.cit.), luna „e un vas cu lacrimi” „din marmura 
si din sticla” si inauntru sunt adunate lacrimile cu care Maria Magdalena 1-a plans pe Iisus, 
noaptea sunt lacrimi de sange, ziua sunt de roua. De sarbatori, oamenii baltilor iarta pacatele 
chiar si celor mai mari hoti si criminali. Cea mai cunoscuta scena este, fara doar si poate, scena 
invocari lui Satan, de catre Nae Caramet, pentru a opri furtuna de nisip. Gica Duna saruta o 
mana de mort misterioasa, act pentru care da doi cai la schimb, spre a avea noroc. Despre hotul 
Tulea se spunea ca „are iarba-fiarelor si doua deste de mort descantate. Le lipeste de usa si usa 
sare singura din tatani” (p.50). 


11 Eugen Simion, Scriitori romani de azi, reprodus in Victor Craciun, Fanus Neagu-70. Convorbiri, Bucuresti, 
Editura Semne, 2002, p. 128. 

12 Ibidem. 

13 Ibidem , p.122. 
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Pavel Berechet, la cutremurul din '40, vede la lumina lunii fundul Dunarii si pestii care 
ies din ea: „Cad in branci, langa ei, si deodata vaz ca Dunarea se apleaca si se varsa in Noian, 
taman ca o albie cu zoaie pe care-o apesi intr-o margine cu picioru. Era luna si in clipa aia am 
vazut Hindu Dunarii gol. Era o spinare uriasa de pamant sau de piatra de pe care se scurgeau 
suvoaie de namol spre Noian. Vagoane de peste, unu peste altu, se zbateau intr-o forfaiala de 
moarte, fara apa” (p.91). Petrea Duna, personajul care prevesteste moartea lui Neculai 
Mohreanu, viseaza in repetate randuri, dupa moartea acestuia, o femeie (sora lui, sotia lui 
Mohreanu) care venea la el si-i spunea sa-i faca mortului o cruce de lemn. Povestea i-o nareaza 
lui Ion Mohreanu, Pasalac: „«Du-te, zice, si-i ridica o cruce dusmanului tau. » Sedeau amandoi, 
discutau, pe urma ea se ridica si-si intindea bratele in forma de cruce. «Asta-i, frate - zicea, ca 
mi se pare ca erau frati, sau asa ceva - scoala si du-te cu crucea. » Da el nu putea sa se scoale, 
ii era frica, pentru ca femeia n-avea picioare de om, picioarele ei erau de apa. Erau de apa, da 
nu curgeau, dracu stie, poate ca se tineau intr-un fel de tipare. Muierea venea cu picioare de 
apa si pleca tot cu picioare de apa, fara zgomot, iar dimineata, lemnaru gasea in tinda si pe 
prispa niste dare de roua.” 14 Intr-adevar, Petrea Duna asa visase. Tot el este si cel care ii spune 
in repetate randuri lui Mohreanu ca va muri inainte sa ajunga in Dobrogea: „ «- N-ajungi in 
Dobrogea, ma. Sta scris in cartea ta ca mori pe drum. » «— Fereasca Dumnezeu! spuse Barbu 
Capalau. » «- Nu-1 fereste, moare, o sa vezi. » Barbu Capalau se supara: «-Si daca moare, ce, 
imparatesti tu lumea?! » «- Moare, repeta lemnarul. »” 15 , iar despre visele lui aflam ca se 
adeveresc, pentru ca inainte de a muri Mohreanu, acesta il viseaza in apa cu sotia deja inecata, 
si viseaza atat de des, meat ajunge sa creada ca ceea ce vede prin vis se petrece in realitate: „ - 
E alb, zicea unchiu Petrea Duna, e alb llindca se tavaleste pe fundul apelor cu sor-mea. Acolo 
unde se vad ei, apa e rece ca gheata, e apa inecatilor, intri in ea si te faci alb cum e casu, cum 
sunt inecatii. in scranteala lui, unchiu Petrea Duna a prezis, de altfel, moartea tatei...” 16 Nu doar 
visele au efect premonitoriu, exista, de asemenea, tot felul de imagini, de simboluri care se 
intalnesc destul de des pe tot cuprinsul textului. Apa este elementul principal, aproape toate 
superstitiile sunt legate de lumea acvatica. Norii plini de apa se ridicau direct din Dunare si 
printre fulgere strasnice, ploaia se revarsa „inganandu-se cu scartaitul obloanelor in legaturile 
de fier, cu uruitul de vanturatoare al vantului” (p.83). Pana si pamantul este prezentat sub forma 
de namol, impregnat cu apa, apa ce in aceeasi masura reprezinta inceputul si sfarsitul. Romanul 

14 Fanus Neagu, Ingerul a strigat, Bucuresti, Editura Litera International, 2009, p.62. 

15 Ibidem , p.43. 

16 Ibidem , p. 28. 
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incepe prin „alungarea” simbolica a celor treisprezece familii de pe pamanturile lor si 
fagaduirea altora, intr-un numar mai mare, in Dobrogea. 

Che Andrei, un alt personaj de seama al earth, cunoaste povestea corabiilor mortilor 
care vin sa culeaga sufletele: „Iar marea urla si ea mereu - uuu! uuu! - cere suflet de om. 
Toamna, in noaptea de Sfanta Marie Mica, ies din adancurile marii toate corabiile scufundate, 
mortii tree la carma, le pun pe linia de plutire si navalesc ca smintitii peste pescarii care n-au 
avut vreme sa traga la uscat.” (p.66). Tot Che Andrei, aprig personaj povestitor al romanului, 
vorbeste despre scena la care participase Nae Caramet pe cand trecea pe malul marii intr-o 
toamna in care corabiile au aparut in cautare de suflet de om: „Pluteau pe langa tarm, una langa 
alta si cautau om viu. Da nu era nimeni pe apa. Atunci, mortii au inceput sa arunce spre mal 
lucruri scumpe, pietre pretioase ca sa intre Caramet sa le ia. Nu vorbeau, aruncau, atat si nimic 
mai mult. Lu asta, lui Caramet, ii sticleau ochii, da destept, nu s-a bagat sa le ia. Ca, stii, 
corabiile n-au nicio putere daca esti pe uscat. Chestia e sa nu te apropii de apa. Daca-ti inmoi 
un dest macar, esti pierdut, valu vine de te trage in adanc si de Sfanta Maria Mica din anul 
urmator esti si tu unu din aia care stau pe corabie; un schelet adica. S-a luptat Caramet cu ispita 
pana-n zori. Norocu lui c-a fost treaz, ca nu trasese la masea.” (pp. 66-67) Aerul, sub forma 
vantului, este purtator de miros, o imagine des intalnita in proza lanusiana. Inca de la inceput 
vantul are rolul de a ispiti, ca un personaj: „Ispita li se strecura in suflet cu atat mai mult cu cat 
pe ulite se rasucea un pui de vant cu miros de pelin abia rasarit. Vantul iti intra in haine, in par, 
in nari, dracu sa-1 ia, parca se stamise anume sa-ti fure mintile.” 17 

Scena finala a romanului, inainte ca ingerul sa vesteasca a treia strigare, cea a nasterii, 
ne aminteste de Adam si Eva, romanul lui Rebreanu. Este adevarat ca si acolo sunt intalnite, 
ce-i drept intr-un numar mai mare, scene care descriu un alt fel de existenta, este vorba, asa 
cum stim cu totii, despre reincamare, un alt tip de nastere. In literatura romana sunt intalnite 
astfel de scrieri la autori precum Eminescu, Caragiale, Creanga, Mihail Sadoveanu, Mircea 
Eliade, Gala Galaction, Liviu Rebreanu, Vasile Voiculescu, Stefan Banulescu si altii, autori 
care redau prin operele sale fie idei preluate din mitologia si folclorul romanesc, fie inspirate 
din marile teme ale culturii europene. Chiar daca se vorbeste de putin timp despre realismul 
magic, cu referire in principal la operele literare din spatiul sud-american, este mai mult decat 
vizibil faptul ca evenimentele fantastice si fabuloase incluse in firul unei naratiuni care ofera 
credibilitate prin prezentarea intr-o forma obiectiva a realitatii, dar si prin efectul mobilizator 


17 Ibidem , p. 32. 
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al mitului, al fabulei, al folclorului in aceasta „realitate” creata, constituie si la noi un punct de 
reper, mai ales pentru a intelege si mai bine scrierile de acest fel. 

in romanul lui Fanus Neagu, in aceeasi masura, exista astfel de indici care ne dovedesc 
apartenenta la genul fictional, modern, al realismului magic. Putem vorbi, fara niciun 
impediment, despre caracterul sincretic ce defineste latura magica a realismului fanusian din 
Ingerul a strigat, privind interactiunea si interdependent dintre realitate si credintele pagane, 
istorie si mit etc., dar mai ales perspectiva din care ne sunt prezentate totalitatea evenimentelor 
stranii, miraculoase, imaginile iesite din comun, actiunile mai putin reale la care participa 
personajele atat de superstitioase ale acestui roman, toate par o continuare normala a realitatii, 
sunt primite ca fund firesti si plauzibile, ca parte din cotidian. Fanus Neagu stie sa mentina pe 
linia de plutire toata aceste trimiteri, la lumea de dincolo de exemplu, fara a ne induce in eroare, 
fara a ne departa de aspectul real al scrierii. Cititorul crede, ca si cum ar citi un roman realist, 
de cel mai pur realism, ca ceea ce se petrece intre paginile cartii este cat se poate de tangibil. 
Prin puterea limbajului, Fanus Neagu stie cum sa-i atribuie unei imagini o aura magica, 
simbolica, la fel cum fiecare astfel de imagine devine din ce in ce mai credibila. Descrierea 
trecerii in nefiinta a eroului cartii este doar unul dintre exemplele de acest fel. Ceea ce este 
redat e moartea, cu siguranta, dar dincolo de ea s-ar putea sa existe si altceva, iar acel altceva 
ne este oarecum sugerat in cateva randuri: „0 flacara scapara scurt, Ion o simti intre ochi, 
fierbinte, naucitoare, si cazu cu bratele peste calul galopand in munti necunoscuti sau in campie 
stearpa, si se uni cu Neculai Mohreanu - unire numai indarat - in pamant, si apoi pamant 
curgand in Dunare, cu oase sfaramate, cai sfasiati si femei inecate, unire tragica, mort langa 
mort, pamant si ape in vant, curgere nemiloasa in uitare.” 18 Romanul devine o carte a „vietii 
explozive, eroii par crescuti direct din pamant, tasniti din lutul negru, mustos, din smarcul 
baltilor. In substanta lui cea mai adanca Ingerul a strigat e un poem tribal; spatiul lui - un taram 
de balada, unde vinul se bea, ca in Moldova, cu oala, si se vinde cu hurt a, unde fiecare taran e 
cumatrul lui Terente , unde iubirile sunt aprige ca apele repezi, ibovnicii se intalnesc pe clai de 
iarba, in tufe de scorusi, iar femeile (...) sunt niste Kire Kiraline, fapturi de vapaie arzand pana 
la mistuire langa si pentru omul iubit.” 19 Modalitatile prin care personajele acestui roman vor 
sa isi duca la bun sfarsit un scop se dovedesc a fi fatale, povestea intreaga este o metafora a 
existentei umane conditionate de propriile dorinte mistuitoare. Lumea nu este nici a lui Ion 


18 Ibidem , p. 298. 

l9 Dicfionarul General al Literaturii Romdne, Bucuresti, Editura Univers Enciclopedic, vol. I-VII, 2004-2009., 
p.560. 
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Mohreanu nici a celorlalti, este o lume a tuturor si in acelasi timp a nimanui. Evenimentele vin 
si se due ca apele Dunarii, ca ploile de toamna, ca vantul rau prevestitor, ca sufletele oamenilor 
vrajiti de bogatiile corabierilor morti. 

Ingerul a strigat este o alta dovada a maiestriei cu care Fanus Neagu construia imagini 
de o expresivitate aparte, rar intalnite in literatura noastra, foarte greu si chiar imposibil de 
tradus in alte limbi, o lume pierduta ca o adiere a vantului purtat de Dunarea martora a trecerii 
timpului, cu hotii ei de cai, cu misterele si jertfele trecutului, cu Braila si oamenii ei ce nu mai 
sunt si nici nu vor mai fi decat in aceste pagini „pictate” ale romanului., povesti de demult, 
credinte si superstitii „adevarate”, credibile, existente in amintirea unor personaje cu originale 
reale, o „valtoare a visului” transpusa in realitate si considerate parte components a ei. 
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Abstract. This present research is meant to underline some Italian postmodernist features, as seen from 
the distance of about three decades, by an ex-communist educated person. The target is to indirectly 
draw a parallel with the same time in Romania, represented rather in a different manner, cautiously, 
almost in a remote approach. The peninsular postmodernist aura has evolved into diverse local 
directions, some of them expectable, following the European tendency, some other rather surprisingly 
received, as adapted to the epoque’s specificity. The ’taste ’ for the intertextuality has been often, though 
not exclusively shared. Probably, the metamorphosis of the frame-writing has lead to prose exercises, 
such as the ’meta ’-novel or diary, as well as the letter-novel. Another laborious theme is that of the 
war, with late, but vivid prints, almost endless, rather horrifying the human psichology, in an unhappy, 
desastruous manner. Then, almost a guess, the Sicilian Mafia and the background of octopus, which 
shadowed the whole country. On the other hand, here comes the ’spring’ of a communist type of 
literature, maybe one of the last Western attempts of resistence (before the Eastern ’bigfall ’), ironically 
and maliciously commented as being sponsored by communist governments. Still, rough subjects, 
totally absent in Romanian literature of that time, such as homosexuality or pedophily. Moreover, it is 
a fact that most of the best-sellers were almost immediately turned into movies, a strategic move 
explaining the authors ’ concern to analyze and take over serious situations, while gradually changing 
them into thoughts, images, photos. Therefore, literature is plainly developing, sometimes successfully 
positive, other times standing tough, unforgivable, with deep, bitter, sad or reflexive insights. 
Consequen tly, we witness the raise of an editorial industry - another particular matter not to be found 
in Romania, so ever. Many publishers took their chances, often made great choices and became 
millionaires with their editions. Thus, they learnt to be interested in finding young genuine talents, such 
as Lara Cordelia, or encouraging wellknown journalists - and Oriana Falacci is a name indeed, who 
overdid herself in prose domain. However, it is our honourable wish to explore the works of really 
representative contributors, such as Alessandro Bariceo, Mario Brelich, Paola Capriolo, Luisa 
Passerini, Antonio Tabucchi, Sebastiano Vassali, Paolo Volponi, not to mention Dacia Maraini. And 
more others, in a general picture. An exceptional intellectual horizon, gently spotted by the eye of 
brilliant minds and noble souls, the writers, weaving a unique story, with a particular Italian scent. 
Key-words: Italy, postmodernism, intertextuality, criticism,novel. 
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Ultimele decenii ale secolului trecut au completat tabloul valoros, divers, provocator si 
cu detalii inedite, ale reprezentarilor literaturii italiene. Pentru cititorul critic din Est pare 
neverosimila abordarea deschisa, directa a unor teme care, cel putin in acei ani, in spatiul fizico- 
geografic romanesc erau sensibil receptate cu pudoare, retinere, neincredere. Scriitori mari, in 
devenire, curajosi si liberi au adus contributii exceptional, premiate generos in Italia, dar 
bucurandu-se, peste ani, si de recunoasteri international notabile. O prima confirmare a 
importantei cu care este privita scriitura italiana, in genere, o constituie traducerile numeroase 
si, spre bucuria tuturor, a celor realizate de catre englezi si americani. Mai mult decat atat, 
stimularea valorica s-a realizat si prin premierea la nivel mondial a celor mai buni traducatori, 
o incurajare de bun augur nu numai pentru acestia din urma, dar mai ales pentru beneficiarii de 
facto, scriitorii italieni. Daca devii un cititor constant al best-seller-urilor peninsulare si daca 
esti constrans, din perspective lingvistica, sa faci acest lucru in lectura englezeasca, acceptand 
minima pierdere a originalului, prin traducere, descoperi ca sunt deja specialist in literatura 
italiana, chiar critici, printre traducatori, cei mai multi imbratisand un anumit curent literar, o 
directie, un val, un scriitor. 

Matasea, romanul torinezului Alessandro Baricceo (nascut in 1958), publicat in 1996, 
s-a bucurat de o imediata recunoastere europeana, prin traducere imediata, mai ales ca a devenit 
un succes fantastic in tara de origine. Propune un amestec de scene alegorice, care depasesc, 
prin profunzime, subiectul literar de urmarit, intriga propriu-zisa trecand in plan secundar. 
Personajul central, francezul Herve Joncour, are o mica afacere cu viermi de matase, care ii 
prilejuieste o calatorie incitanta in Japonia. Caracterul narativ, dublat de forta stilistica 
neasteptata, explicabila prin realizarea unei incantatoare, dar si naucitoare povesti de dragoste, 
au facut din acest scurt roman o piesa de rezistenta, un serial fotografic de portrete prim-plan 
memorabile pentru orice tip de lector, analitic sau numai simplu cercetator. Un Marco Polo al 
zilelor noastre ori un Conu Dragusanu al vremurilor romanesti de mult apuse, daca ignoram 
latura sentimentala. 

Fiind receptat drept o personalitate controversata in patria sa, plecat dintre noi in 1982 
si publicand trei romane de referinta in anii ’70 ai secolului trecut, scriitorul Mario Brelich a 
fost, tocmai de aceea, primit cum se cuvine in panoplia europeana, abia post-mortem. O 
personalitate complexa, un artist in adevaratul sens al cuvantului, s-a lasat descoperit de catre 
compatriot mai degraba ca sculptor, grafician, desenator, ceramist si, conjunctural, tangential 
cu literatura, ca traducator. Se impune, asadar, prin Sfanta imbratisare (II sacro amp/esso) in 
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1972, Lucrarea tradarii (L’opera del tradimento) din 1975 si Navigatorul deluviului (II 
navigatore del diluvio), care incheie trilogia, in 1979. Aceste opere literare sunt la granita dintre 
roman si eseu si isi aleg subiectele din registrul biblic. Primul dezvolta povestea lui Avraam si 
a Sarei, aducand in atentie problematica monoteismului. Cel de al doilea reflects soarta lui Iuda 
iscarioteanul, iar ultimul, tradat de titlu, pe cea a lui Noe. Noutatea e cuvantul de ordine in 
creatia lui Brelich, acel tip de inedit asezat pe un suport clasic, care poate naste intrebari, 
conduce la disconfort si justified tratarea superficial;! a semnatarului sau. De pilda, deseori se 
desluseste paralela Iisus - Divinitatea si Umanitatea. Pentru omul religios este o urmarire 
spectaculoasa la nivelul literelor, pentru ca, la un moment dat, nu mai stie cand realitatea fura 
de la fictiune si invers, ceea ce corespunde insesi temei alese in paralela. Consecutiv, termenul 
’umanitate’ devine baza pentru desprinderea ’omenescului’, si el insinuat in registul biblic al 
divinitatii. Astfel, cititorul obisnuit acum cu stilul neprotocolar al italianului, ridica din 
sprancene cand isi proiecteaza imaginea bahica a lui Noe, aparent ca simplu descoperitor al 
vinului, meritat, la capatul unui dificil parcurs, de fapt, ca o autoiluzionare, o pierdere printre 
semenii pamanteni, mai mult sau mai putin constienti de ceea ce li se intampla, dar scuzati, 
prin consumul licorii, oricum, magice. 

Milaneza nascuta in 1962, Paola Capriolo, debuteaza in 1988 cu volumul de proza 
scurta Marea Eulalia si deschide seria premiilor primite, cu unul foarte important, Giuseppe 
Berto. Romanul care i-a urmat, un an mai tarziu, Timonierul (II nocchiero), este insotit de 
premiul Rapallo, si unul dintre cele mai cunoscute, Dubla domnie (II doppio regno), din 1991, 
se bucura de premiul Grinzane Cavour. In 1992, trimite la tipar Vis si d'amove, un roman al 
carui titlu ne reaminteste instantaneu de opera lui Puccini. Un motiv in plus sa descoperim 
ulterior alegerea ironica a acestuia, o reinterpretare a subiectului tratat in Tosca ori, altfel spus, 
o rasturnare de situatie, o perspective inversata, o urmarire a unui destin trist masculin, victima 
celui feminin. in interpretare libera, personajul care moare din iubire nu este Tosca, ci Baronul 
Scarpia. Switch-ul ne duce cu gandul la deja inradacinata moda a perioadei romanesti 
posteminesciene, care cauta asiduu tema luceafarului tutors, atat de bine reprezentat de Ion 
Barbu si nu numai. Romanul se ofera ca un jurnal melodramatic al presupus ticalosului sef al 
politiei, victima Scarpia, pagini gasite surprinzator (sau nu) de catre noul sau inlocuitor, cel 
care descopera obsesia erotica pentru celebra cantareata a predecesorului si care incearca o 
explicate psihologica a bizarului si inexplicabilului sau comportament. Este, cu siguranta, o 
alta modalitate de a explora un tipar al identitatii personale si un model de intelegere a 
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sadicului, chiar ca valoare esteticS, care ar avea circumstante serioase spre a conduce la 
brutalitate, violentS, egocentrism, strict prin autoritate erotica. Ceea ce este, insS, unanim 
imbrStisat de toate culoarele critice, eleganta stilistica ori scrierea eliberatS de canoane, se 
explica prin dorinta perpetuS de evocare a scriitoarei, de realizare a unui twist reusit, de 
incrancenare a mintii curioase a cititorului, nu departe de influenta unei Emily Bronte sau a 
unui Edgar Allan Poe, in ai cSror diabolici eroi a gSsit Capriolo similitudini, conform cercetSrii 
criticului Lawrence Venuti. Finalmente, autoarea s-a impus prin stilul narativ substantial, 
alegerea delicatS a subiectelor, perspectiva simbolicS aplicatS analizei psihologice a 
personajelor si, nu in ultimul rand, interesul acordat contributiilor descriptive, care par a se 
focaliza asupra unor vremuri si locuri de (ne)gSsit oriunde si oricand. 

in 1993, imposibilul pare sS devinS posibil in literatura italianS, prin exemplul curajos 
al tinerei de 19 ani, Lara Cardella, o siciliancS fSrS prejudecSti, cu un scris indrSznet si cu 
mentalitatea unui autor de best-seller, care va anticipa firescul mileniu al Ill-lea, cu romanul 
Vreau sipantaloni (Volevo ipantaloni). Cum era de asteptat, intr-un deceniu de sfarsit de secol 
XX conservator, lucrarea a nSscut un real scandal in presa nationals, nu si in cea criticS 
intemationala. Eroina cSrtii, Anetta, este o pustoaicS de 12 ani care, prin comportamentul sSu 
libertin, se opune regulilor stricte si numai de suprafatS, deloc sincere si profunde, ale 
inapoiatului, in mentalitate, sat Sicilian natal. Intentia sa de emancipare, reflectatS in dorinta de 
a se machia, a purta pantaloni, de a flirta nevinovat cu bSietii, poate prematurS, dar deloc de 
penalizat, este interpretatS strict formal, conventional si ilogic de cStre familia sa, ceea ce o 
transforms, pSstrand proportiile, intr-un simbol al luptei pentru libertatea persoanei tinere, intr- 
o tarS europeanS incS refractarS. Destinul copilei este amar, nedrept si rSzbunStor, ca o palmS 
adusS tocmai conventionalismului si falsului regulament nescris al bunului simt si al educatiei 
locale. PSrintii o pedepsesc pe rebela care neagS orice formS autoritarS ori tutelarS 
inexplicabilS, ca sS nu spunem neinteligentS, si o trimit la niste rude, intr-un sat apropiat, unde 
nu se acomodeazS, se izoleazS, se cautS pe sine, mai mult, sfarseste intr-o pedeapsS si mai mare, 
fizicS, de aceastS datS, Hind agresatS sexual de un membru al familiei intalnite. Invitatia pentru 
cititor, sub raport psihologic, este de a discerne intre ce este mai grav: sS suporti consecintele 
dure ale unor aparente - cele pe care Anetta le practica in rebeliunea inocentS din satul natal 
sau sS primesti o pedeapsS, nemeritatS in proprii-ti ochi, fSrS doar si poate asteptatS de cStre 
sacalii analfabeti care au vrut sS-ti dea o lectie, care nu se stie cum va influenta viitorul copilei 
si, mai mult, cum o va educa pe o potentials cititoare adolescents a romanului. A se nota, cu 
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toate acestea, reusita Laurei Cardella de a zugrSvi o societate asa cum este ea, cu multe rele si 
mai putin bune, intr-o manierS, totusi, optimists, tinereascS, putemicS, astfel incat sS facS din 
cartea-i de debut una de cSpStai in peisajul latin peninsular. 

Oriana Falacci este cel mai bun exemplu al dedub ISrii intelectuale al marilor jurnalisti 
care s-au visat scriitori, dar si-au castigat existenta din presS si, reciproc, al scriitorilor modesti 
(cu sensul retrasi, de negSsit in lumina rampei), care erau fericiti cand publicau in reviste 
literare ori cotidiene celebre, mult mai accesibile marelui public. ZiaristS celebrS, de talie 
mondiala, constant prezentS in toate marile teatre de rSzboi contemporane ei, incisivS, 
asumandu-si riscuri nebSnuite, o italiancS pur-sange, asadar, Falacci a fScut prima trecere spre 
literaturS, din presa, in 1974, cand a publicat un mSnunchi de inteviuri extraordinare, pe care 
le-a realizat in conditii numai de ea stiute. Sa amintim numai cateva nume, desi cartea Interviu 
cu istoria are o consistent de invidiat: Flenry Kissinger, sahul Iranului, regele Hussein, Yaser 
Arafat si Alexander Panagoulis, poetul grec si eroul din RezistentS care a sfarsit tragic, dupS o 
luptS acerbS cu sistemul si cu viata, devenit pe de o parte iubitul jurnalistei si eroul unuia dintre 
romanele sale ulterioare (din 1979), atat de simplu si de relevant intitulat, Un barbat. 
Realitatea,aceea a zilelor traite de cel care a fost torturat si intemnitat timp de cinci ani pentru 
incercarea de a-1 asasina pe dictatorul Papadopoulis si care a fost ulterior nedrept ucis, se 
imbina cu fictiunea, cea care tine treaz interesul citiorului si care indulceste amarul adevarului 
si al experientei directe. in 1975 publica un roman scurt, Scrisoare catre un copil nenascut, un 
monolog al unei femei insarcinate, care alege, de fapt, sa nu dea nastere unui copil ce pare sa- 
i incurce cariera sau imaginea curata, in ochii lumii, de femeie singura. Remarcabila este, insa, 
emotia transmisa, cu certitudine influentata de patima gazetareasca, dar inraurita si de talentul 
indiscutabil al autoarei. Inspirat tot de experienta jumalistica este si romanul din 1990, 
Insciallah (Inshallah), a carui actiune se desfasoara in Beirutul anului 1983, cand fortele marine 
americane si cele terestre franceze au suferit pierderi terbile, din pricina unor atacuri sinucigase 
ale vrajmasilor. Cea de-a treia putere, responsabila pentru pastrarea pacii, Italia, traia 
pennanent cu teama de a fi urmatoarea victima de pe lista opozantilor razbunatori. Prin fictiunc, 
Oriana Falacci are sansa de a se elibera emotional, confruntandu-se cu imaginea unui macel 
generalizat, sinonim cu moartea, de a-si dezvalui sentimentele omenesti de suferinta, de durere 
personala, pe care trebuia sa si le obiectiveze, cenzureze, in postura de ziarista. 

Dacia Maraini este o mare doamna a literaturii italiene contemporane, extrem de 
implicate in toate activitatile importante nationale si o militants pentru drepturile tuturor celor 
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defavorizati ori marginalizati (inclusiv, in aceste luni, ale imigrantilor care coplesesc peninsula, 
dar care nu sunt respinsi de Domnia sa). Femeie in razboi (1975) este un roman document care 
o are ca protagonists pe Vannina, cea care isi constientizeazS treptat feminitatea. Traieste la 
Roma, dar merge la Napoli cu un prieten pe care si 1-a fScut in vacantS.Acolo se implies in 
politics si isi insuseste un anumit grad de independents emotionalS. Mai tarziu, traieste 
experienta neplScutS de a renunta la o sarcinS, impusS de sotul Giacinto, pe care, de altfel, il si 
pSrSseste. Scrisori catre Marina (1981) este un volum in care scriitoarea a pus mult suflet, 
conform propriilor declaratii. Povestea BiancSi, spusS prin scrisorile pe care i le-ar putea trimite 
Marinei, prietena si iubita de care a ales sa se ascundS, inclinS mai mult spre partea personals, 
decat spre cea politica. Devoreaza-ma (Mangiami pure) este un volum de poezii non-erotice, 
desi promoveazS deseori sexualitatea si relatia in cuplu. Nefericirea care le caracterizeazS este 
data de un dezgust fata de bSrbatii din viata ei si de o interpretare discutabilS a feminitStii, 
inclusiv in ceea ce o priveste. Limbajul poetic poate surprinde, cuvintele fiind alese din campul 
semantic al poftelor carnale, secretiilor trupesti, fluidelor corporale. Explorarea feminitatii, 
cSutarea unei identitSti si incercSrile de a cuceri o lume dominatS de valorile masculine sunt de 
gSsit in Trenul spre Helsinki (1984), o satirS asupra vietii politice a anilor ’60. Lunga viata a 
Mariannei Ucria este considerate de cei mai multi cea mai buna carte a doamnei Maraini. 
Actiunea se petrece in Sicilia secolului al XVIII-lea si relateaza povestea Mariannei, surdo- 
muta de la varsta de 7 ani, in urma unei traume suferite: a fost abuzata sexual de unchiul sau 
Pietro, barbatul cu care s-a si casatorit la 13 ani si caruia i-a daruit mai multi copii. Dupa 
moartea sotului, are o aventura cu un tanar servitor si isi redescopera sexualitatea. Apoi, pleaca 
intr-o lunga calatorie si isi cultiva gustul pentru lectura, citind nesatios din bogata biblioteca a 
sotului sau. 

Luisa Passerini a girat ca autor sau ca editor titluri grele, precum Fascismul in memoria 
populat'd - 1987, Autoritatea grupului (Autoritratto cli gruppo) - 1988, respectiv, Memorie si 
totalitarism(Memory and totaliarianism) - 1992. Actul literar este desavarsit influentat de 
cultura istorica, justificata prin formarea individuals de exceptie a scriitoarei, binecunoscutS in 
epocS in postura de profesor de istorie la Universitatea Europeans din Florenta. Astfel, niciun 
eveniment notabil, care a modelat profilul national al Italiei nu putea fi ignorat ori trecut sub 
tScere, iar apelul la fictiune, dincolo de obiceiul scrierii realiste, obiective, era cu atat mai 
asteptat si imbrStisat de cStre publicul larg. Spre exemplilicarc, se stie cS anul 1968 a marcat o 
perioadS de mari transformSri, culminand cu miscSri militante ale clasei muncitoare, inclusiv 
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ale aripei feministe, dar si cu cele reprezentate de tineret, studenti. In alta ordine de idei, se 
nastea o rezistenta a intelectualilor, ca raspuns ferm dat represiunii, arestarilor sau atacurilor 
executate de fortele de politie si de securitate, urmand celor teroriste, rapirilor, de ce nu, 
crimelor extremistilor, deopotriva ale dreptei ori de stanga. Revenind, momentul surprins in 
Torino, in acel an, se transforma in prilej de evocare personala, analiza, poveste individuals si 
colectiva, opera experimentala, pe care numai un istoric de exceptie, care beneficia si de harul 
condeiului, reusea sa il imortalizeze. Revista Publishers Weekly noteaza: Passerini are 
tendinta de a interpreta interviurile (n.n.: care i se realizeaza) dintr-o perspective! feminista si 
noteaza, de asemenea, ca miscarea din 1968 a exclus femeiie din conducere, desi incuraja un 
tip de cult homoerotic, in jurul barbatilor carismatici cu potential de lider. 

Sebastiano Vassali povesteste in Himera (1990) soarta unei orfane lasate la o manastire, 
in Italia secolului al XVII-lea, Antonia, care, desi are norocul sa fie adoptata, ajunge sa traiasca 
o tinerete aventuroasa si periculoasa, care o impinge in pragul acuzatiei de vrajitorie. 
Incursiunea intr-o atare pagina monografic istorica si intoarcerea in timp sunt laudabile, pentru 
ca nu trebuie sa uitam ca ne confruntam cu o perioada in care dominatia era in mana bisericii, 
reprezentata atunci de figuri de un fanatism indiscutabil, de mentalitati populare care se 
prostemau idolilor sau chiar demonilor, fara nicio convingere persoanala, gata de anticipat 
actele de erezie care nu aveau sa intarzie. Pentru acest roman, Vassali a primit un binemeritat 
premiu Napoli di Narrativa. Lebada (1993) este deopotriva un thriller, dar si o imagine vie a 
Siciliei. Se urmareste progresiv soarta lui Palizzolo, un om de onoare si membru al 
Parlamentului, pentru care crima nu insemna altceva decat o alta arma politica. Romanul pleaca 
de la uncaz real, un asasinat, readus in atentie dupa 100 de ani. In 1893, un om onest, trimis sa 
cerceteze Banca corupta din Sicilia, este ucis in trenul din Palermo, cu ajutorul liderilor mafioti. 
Asa cum observa Lesley Me Dowell, Vassali este preocupat de soarta oamenilor reali, 
implicati in evenimente autentice, dar, din pricina lipsei unor dovezi, este nevoit sa faca apel 
la inventia unui romancier. Si astfel, cititorul devine partas la crime posibile, nedemonstrabile, 
deloc negate de potentialii autori, fie ei si cei mai de temut, sicilienii, ceea ce ii va creste apetitul 
pentru adevar, pentru descoperirea sa si ii va justifica cresterea exponentiala a tensiunilor dintre 
aparatorii, pe rand, ai realitatii, respectiv, ai fictiunii. 

Autor a cinci volume de poezie si a opt romane, Paolo Volponi (1924-1994) este unul 
dintre cei mai apreciati scriitori, atat de masele iubitoare de literatura, cat si de critica de 
specialitate. A castigat de doua ori Premiul Strega, cel mai prestigios in Italia, prima data in 
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1965, cu Masina mondiala (La macchina mondiale) si a doua oara in 1991, gratie lucrarii 
Strada pentru Roma (La strada per Roma). Recunoasterea o obtine, insa, si mai devreme, in 
1962, la debut, cu romanul Amintiri (Memoriale), in care trateaza o tema sensibila, a taranilor 
dezradacinati, plecati la oras sa munceasca in marile fabrici, evident, confruntandu-se cu un 
mare proces de neadaptare si dezorientare. Din acest punct de vedere si din perspectiva 
subiectiva, cartea aminteste de stilul si alegerile romanesti ale lui Marin Preda. in plus, verva 
cu care este scris iiccarc capitol dezvaluie bucuria confruntarii italianului cu o perioada fasta 
in tara sa, interesant exploatata economic, care pe noi, esticii, ne duce nostalgic relativ spre 
aceleasi timpuri (intarziate, de fapt, cu vreo zece ani), comuniste, poate singurele cand totul 
parea sa mearga bine. Se schimba total registrul, insa, in 1975, cu II sipario ducale, scris, se 
pare, pe nerasuflate. Citit asemenea, ca un roman politist, dator unui stil excelent, sustinut, 
justificat de subiectul ales, inedit pentru Volponi, dar in pas cu timpurile, cum ne obisnuise. Cu 
implicatii politice si consecinte puse pe seama gruparilor mafiotc, actiunea se petrece in 
Urbino, intr-o perioada care a urmat atacului terorist al dreptei, asupra unei band. Realitatea 
vremii consemna ca bombardamentul urmarit si regasit in paginile cartii ar fi putut fi instigat 
chiar de catre unii membri al guvernului, de figuri marcante ale politicii si ale armatei, din acel 
Milano al anului 1969. 

Antonio Tabucchi este foarte bine primit de critica internationala. Scurtul roman 
Nocturna indiana (1984) beneficiaza de urmatoarele comentarii in Translation Review: 
propunand o situatie ambigua, naratorulfara nume descopera cu calatoriaprin subcontinentul 
indian ia mtorsaturi de cosmar. Pe cine cauta? Ce se va in tamp I a cand va gasi respectiva 
persoana? Se va mai intoarce la ocupatia lumeasca de activist sau se va pierde pe-aici? Mai 
tarziu, in 1986, Marginea orizontului are un subiect straniu, propunand preocuparea unui 
angajat de la morga pentru identificarea unui cadavru, un tanar ucis intr-un schimb de focuri 
cu politia (desi ramane incert daca el, Carlo Nobodi - Carlo Nimeni, era un potential criminal, 
delicvent sau un nefericit aflat in locul nepotrivit). Dincolo de aparente, cartea se doreste o 
atenta investigate a relatiei lui Spino (abreviere de la Spinoza, conform marturiilor autorului), 
personajul central, cu cel timpuriu asasinat, o procedura care va sfarsi intr-un studiu neimaginat 
al propriei personalitati, al recunoasterii limitei fragile dintre viata si moarte, al identificarii, in 
cele din urma, din punctul de vedere al efemerului pamantean, cu soarta lui Carlo Nobodi. in 
1991 apare o colectie de povestiri, sub titlul Punctul care dispare, cateva dintre ele imbinand 
spiritul de aventura cu cel al unui roman politist. Altele patrund in lumea fanteziei - de pilda, 
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se cauta explicatii pentru motivele care au stat la baza pictarii manastirii San Marco din 
Florenta si pentru curioasele reprezentari ale ingerilor de pe frescele ei. O spune Pereira 
(1994) este o carte a carei actiuni se petrece in vara lui 1938, in timpuri de represiune politica 
si intelectuala, din Portugalia lui Salazar. Cititorul se confrunta cu un regim de rezistenta 
amenintat de comunism si descopera inerent metode incredibile de control ale acestuia, precum 
cele exercitate de presa, politia secreta, informatori sau chiar cele mai grave, deghizate in acte 
de tortura. Intriga pomeste de la un act de revolta tarzie a personajului care da si titlul cartii, un 
ziarist vaduv, care traieste si regretul de a nu i se fi impartasit experienta patema, dar care se 
refugiaza dedublat, ca posibil parinte si sef, finantator la serviciu, in razbunarea mortii tanarului 
revolutionar Rossi. Reactiile sale sunt omenesti, diverse, false, uneori, patimase, cu alte ocazii. 
El este acelasi care sponsorizeaza activitatile antifasciste si cel care isi ascunde reala 
personalitate, de teama, din slabiciune ori din prudenta. Irving Malin noteaza: De ce subliniaza 
Tabucchi termenul spune? (n.n.: in titlu) Sugereaza, de fapt, ca noi insine, chiar daca nu ne 
recunoastem obiceiurile care ne caracterizeaza, ne declarant a fi, de fapt, altii... Interesanta 
viziune, care justified acel comportament bizar al lui Pereira, devenit, astfel, prototipul omului 
de rand. 

Literatura italiana are meritul extraordinar de a se dezvalui treptat celui sincer interesat, 
de a-1 cuceri treptat si iremediabil si de a-1 apropia pentru totdeauna, grade valorii 
incontestabile, mostenirii de invidiat, diversitatii tematice si sinceritatii pe care o daruieste, 
chiar si in cele mai neasteptate situatii, totdeauna supuse analizei ori dezbaterii intelectuale. 
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Abstract: Although Vasile Alecsandri’s journal falls into the category of the pages which haven’t been 
written to be published, it came out one hundred years after it was written and it may be considered a 
document of an indisputable historical and literary value. The work puts into light the sensibility arid 
the romanticism that well forth from a lover’s soul, but also the delicacy of a man who starts on a life 
journey. The poet’s journal is accompanied by a few travel notes which reveal us a cavilling Alecsandri 
that keeps a detailed record of his en tire journey with Elena Negri. 

Key-words: romanticism, journal, journey, love, sensibility. 


Jumalul lui Vasile Alecsandri devoaleaza cu lux de amanunte marea intalnire 
sentimentala a vietii lui, o iubire vecina cu adoratia pentru Elena Negri. Scris sub impulul 
putemicelor sentimente de dragoste, materialul tradeaza un om pe cat de romantic, pe atat de 
calculat, generos cu detaliile despre sentimentele sale, dar si despre calatoria sa alaturi de Elena 
Negri. De-a lungul timpul, acest jurnal este pastrat cu mare grija de poet, mai apoi de sotia 
acestuia, Paulina Alecsandri, iar in final incredintat unei nepoate, Elena Ivanescu-Capsa. 
Traiectul acestui manuscris tinut secret a luat sfarsit in anul 1947, atunci cand Elena 
Ivanescu-Capsa i-1 incredinteaza lui C. D. Papacostea, profesor, istoric si critic literar. 
Constient fiind de valoarea documentary a jurnalului, C. D. Papacostea afirma ca: „sunt 
momente in existenta unui om, care valoreaza singure mai mult decat toata vieata lui la un 
loc.. .Cercetatorul uimit in fata celor aflate, ramane impietrit de emotie, desi intreaga lume nu- 
1 mai incape de bucurie. Pios, se apleaca asupra comorii gasite, o cerceteaza si, dupa indelunga 
migala, o da la lumina. Necunoscutul de ieri ii arde mainile si sufletul, transformandu-se pe 
indelete in impartasirea sincera a gandurilor, care i-au iluminat drumul interpretarilor comorii 
gasite. Destinul si-a spus cuvantul, cercetatorul va trebui si el sa spuna pe al sau”. 1 Si, intr- 


1 C. D. Papastate, Vasile Alecsandri si Elena Negri cu un jurnal inedit al poetului, Editura Tiparnl Romanesc, 
Bucuresti, 1947, p. 5. 
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adevar, isi va aduce aportul printr-un aparat critic amplu prin multe explicatii si prin traducerea 
din limba franceza (pentru ca manuscrisul asa figureaza in original) in limba romana. In partea 
a doua a jumalului, editorul reda si manuscrisul notelor tinute cu precizie de Vasile Alecsandri 
in timpul calatoriei, note care au fost pastrate alaturi de jurnalul in sine, ele reprezentand practic 
o alonja a acelei perioade. 

Jumalul lui Vasile Alecsandri este o pagina de viata intr-adevar autentica, nu vizeaza 
neaparat o constructie literara pentru ca nu fusese scris cu scopul de a II publicat, dar tradeaza 
realmente sentimentele pe cat de sincere, pe atat de concentrate pentru Elena Negri: „Amorul 
nostra infrumuseteaza tot ce ne’ncongioara, el da lucrarilor proportii sublime...dar ceeace-i 
mai curios este faptul ca tot vorbind, alergand, razand, ne apropiem mereu pe nesimtite unul 
de altul «si cand ne trezim» 2 , ma pomenesc tinand monitica pe genunchi, saratandu-ne 
instinctiv in tot timpul discutiei noastre fara sa luam seama. Un cuvant si-o saratare este temeiul 
conversatiei noastre... Credinta inalta pe om la cer, amoral coboara cerul in om”. 3 

Vasile Alecsandri isi scrie jumalul, nu neaparat din nevoia de confesiune, ci pentru a- 
si canta fericirea si trairile. Desi face aprecieri destul de lungi pe tema iubirii, poetul nu cade, 
insa, in ridicol, nu se exalteaza, ci scoate in evidenta latura fireasca, echilibrata a unei iubiri 
care isi merita locul in fiecare zi; astfel, devenim martorii unei experience duioase, transmisa 
printr-un inventor de exemple: „Fara vre-o fagaduinta intre noi de etern amor, fara sa facem 
vreodata giuraminte, fara exclamatii pline de ingamfare, ne-am iubit firesc cu totul am vorbit 
despre amoral nostra in cateva cuvinte, in cateva firaze, caci ce-i adanc simtit se spune simplu 
de tot. Uneori seriosi ca niste batrani, am vorbit despre viata cu nepartinirea rece a experientii. 
Alteori, bucurandu-ne de darul privilegiat al varstei, am privit lumea in lumina scanteietoarelor 
iluzii ale tineretii noastre [...] Alteori, si aproape totdeauna cu suflete de copii, ne-am intors 
inspre acea varsta sglobie si plina de desmierdari, uitand de lume si de vieata, lasandu-ne 
impreuna prada nebuniilor celor mai voioase si celor mai neasteptate”. 4 Traieste frenetic fiecare 
moment si se lasa poate inraurit de ideea ca daca un lucra nu este consemnat, acela poate fi 
pierdut. Sub imperiul sentimentelor de dragoste, Vasile Alecsandri ii dedica Elenei Negri 
versuri, lasand sa se intrevada crampeie din lirica sa ulterioara: ,,Cu Ninita 5 ’n gondoleta/ Cand 
ma plimbu’ncetisor,/ Trecatoral din Piateta/ Ne priveste-oftand cu dor./ Atunci cerul 

2 Acest mic pasaj apare in original scris in romaneste cu litere chirilice, de aceea C. D. Papacostea alege sa-1 
incadreze in ghilimele 

3 C. D. Papastate, op. cit., p. 175, 189, 191, 203. 

4 Ibidem, p. 237, 239. 

5 Numele de alint al Elenei Negri. 
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se’nsenina/ Zambind vesel l’amandoi;/ S’Adriatica s’alina/ Se alina pentru noi.../ Mana vesel 
lopatare/ De la Lido la San Marc/ Mana pe Canalul mare/ Ce se’ndoaie ca un arc./ Mergi, cat 
draga mea Ninita/ Stand la pieptu-mi infocat/ Imi va da dulce gurita/ Gurita de sarutat”. 6 

Poetul aminteste in jumal doua date pe care le considera esentiale in tot parcusul sau 
alaturi de Elena Negri: „In sfarsit suntem la noi! Si la Venetia! 11 Septemvrel846 si 8 
Martl845. Toata vieata si inima mea sunt cuprinse in aceste doua date”. 7 C. D. Papacostea 
aminteste in notele editiei sale ca data de 8 martie 1845 este cuprinsa in chiar titlul unei poezii, 
pe care Vasile Alecsandri a scris-o atunci cand a intalnit-o pe Elena Negri („intinde cu mandrie 
aripele-ti usoare/ O, sufletul meu vesel, o suflet fericit!/ inalta-te in ceruri si zbor cantand la 
soare/ Caci soarele iubirii in cer a rasarit/ Si’n cale-mi s’a oprit./ Veniti, naluciri scumpe, 
dorinti, visuri marete/ Ca pasari calatoare la cuibul inflorit,/ Veniti de’nganati vesel a mele 
tinerete/ Caci steaua fericirii in ochii-mi a lucit.../ Iubesc si sunt iubit!”, iar cea de-a doua, 11 
septembrie 1846 este data la care a fost scrisa poezia Venetia, chiar in ziua in care cei doi 
indragostiti s-au mutat impreuna in Palatul Benzon. Paginile de jumal cuprind deopotriva si 
indoielile care-1 cuprind pe poet atunci cand starea de sanatate a Elenei Negri se inrautateste: 
„Ramanem doua zile in acest oras, zile in care N. e chinuita intruna de o tusa ce-i sparge pieptul. 
Are dureri de cap grozave, totusi ca intotdeauna nu o paraseste de fel curagiul, pe cand eu 
vazand-o canonindu-se astfel, ma mahnesc peste masura si ma pierd cu Area [...] N. se simte 
din ce in ce mai rau in cursul sederii noastre in Sicilia. Am venit aici sa cautam soarele si am 
dat peste o ploaie, care nu mai sfarseste. Plecam spre Neapole la 23 Martie [...] Plecam la 25 
aprilie la Constantinopole cu vaporul francez le Mentor. Cap it: de Toumadre, in tovarasia lui 
Negri 8 , Balaceanu si Kogalniceanu”. 9 

Un Vasile Alecsandri atent la detalii identificam in anexa jumalului, unde gasim atat 
date precise de calatorie ce cuprind cheltuielile pe produse precum (lapte, fructe, lemne, mese), 
pana la diverse cumparaturi (albume, ciubuc pentru tigari, vederi, ca mai apoi sa aminteasca 
dupa fiecare popas mai lung cati bani le mai ramasesera. In definitiv, aceste bilanturi demasca 
o latura chitibusara a poetului Vasile Alecsandri, care se dovedeste a fi pe cat de romantic, pe 
atat de realist. 


6 C. D. Papastate, op. cit.. p. 282. 

7 Ibidem , p. 38. 

8 Este vorba despre fratele Elenei, Costache Negri. 

9 Ibidem, p. 249, 251. 
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Abstract: This current paper aims at defining the literary concept experiment(alism) as it is understood 
under the conditions of the Romanian communist space with concern to the literary group “Noii It is 
difficult to establish a suitable definition of this concept as it implies a very large scale of other concepts 
like: avant-garde, textualism or even postmodernism. This is why the paper focuses on establishing 
some influences of literary concepts like Avant-garde, textualism, or the postmodern culture over the 
evolution of the literary experiment as it was practiced by the “Noii” group members. These concepts 
are analyzed also as being in relation of permanent connection as the experiment involves an attitude 
of regaining and redefining the most important features of the Avant-garde. The conclusion of the study 
is the each member of “Noii ” group has a different way of experimenting with the text. 

Keywords: experiment, Tel-Quel, Avant-garde, postmodern culture, Noii 


Se pune intrebarea cat de viabil este experimentul in condil,iilc deja existente ale culturii 
postmoderne, iar aceasta intrebare atrage dupa ea o mul|ime de alte intrebari privind statutul 
istoric sau spatial al experimentului. Experimentul literar este un termen foarte primitor §i nu 
i se pot delimita granitclc sau radacinile foarte u§or. Atat incercarile prozastice ale lui 
Montaigne sau proza lui Laurence Steme, dar mai ales naturalismul lui Emile Zola pot fi 
considerate inceputurile experimentului in literatura. Avangardele secolului 21, futuri§tii 
italieni si ru§i, suprarcalistii, au adoptat termenul cu foarte mult entuziasm §i datorita lor 
experimentul literar a capatat acccptii precum afront sau iconoclasm. De asemenea, in rclatia 
sa cu experimentul conceptul de postmodernism se intampla sa lie asimilat experimentului, 
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devenind o forma a celui din urma 1 , la fel cum poate fi §i avangarda 2 . Avangarda, structuralism, 
textualism, sau postmodernism, toate implied experimentul literar, sunt denumiri ale 
experimentului literar, dupa cum suspnc Adrian Lacatus in eseul sau. Interesul discupci pe care 
o deschide A. Lacatus, consta, cred eu, in nuantfirile la care conduce rccunoastcrca 
experimentului ca Hind un fel de spapu totalizant in care i§i gasesc locul toate conceptele 
culturii postmoderne. 

In cele ce urmeaza nu voi incerca sa ofer o explicate istorica a persistentei 
experimentului literar, nu voi cauta nici o justificare etica sau politica, dcsi cred ca cele doua 
se completeaza una pe cealalta de foarte multe ori. Ideea centrala a studiului meu se refera la 
faptul ca aceasta continuitate a experimentului literar se na§te din ncccsitap interne ale 
literaturii, dar si din ncccsitap ce pn de contextul istoric §i social, si nu din simpla revolta sau 
nevoie de schimbare a litcraplor. Nu imi propun o extindere a studiului experimentului literar 
pe o perioada intinsa a literaturii romane, ci ma voi rezuma asupra experimentului dezvoltat de 
membrii gruparii literare Noii in perioada anilor ’70-’80. Fiind un fenomen literar complex, 
care nu poate fi surprins fara implicarea unor resurse cognitive diverse, fara prezentarea unor 
teorii §i contra-teorii, am ales sa ma opresc asupra acestei perioade pentru a incerca o clarilicare 
a semnificapci experimentului pentru membrii gruparii in cauza, dar si pentru o clarilicare a 
posibilelor influence asociate cu activitatea gruparii Noii. 

O mare parte din deschiderea Noilor spre experimentarea cu teoriile textului se 
datoreaza si posibilitaplor de lectura pe care le aveau cu pupn inainte sa intre la facultate, dar 
si pe durada anilor de facultate. Ei au descoperit americanii, Salinger sau generapa Beat, scoala 
New Criticism si teoriile lui John Barth. Citeau la sediul bibliotecii Facultapi de limba franceza 
reviste precum Tel Quel sau Poetique, cumparau traducerile lui Roland Barthes la momentul 
respectiv, ale lui Gaetan Picon sau Marshall McLuhan. Puteau primi carp din Franca, Anglia 
sau Statele Unite. Au beneficiat de mentori excepponali precum Matei Calinescu, Virgil 


1 Adrian Lacatus suspnc ca nu exista un postmodernism romanesc al anilor ’80, a§a cum il nume$te Ion Bogdan 
Letter, ci exista mai degraba o „cultura alternative”, o „contra-cultura”: „Versiunile conceptuale utilizate in critica 
sau publicistica literara (romaneasca sau internaponala) pentru experimentalismul acestei generapi creatoare au 
fost §i sunt cele de underground, artd neoficiald, artd marginald, contracultura, neo-avangardd sau avangarda 
post-utopica, ?i, mai faimoasele, postmodernism si textualism .” in Adrian Lacatus, Experimentul literar in proza 
romaneasca postbelica $i contemporana. O perspective! cognitivd §i comparata, Bucuresti, Editura Muzeului 
National al Literaturii Romane, Colecpa AULA MAGNA, 2013, p. 8. 

2 Daniel Clinci vorbeste in studiul sau, Avangarda §i experiment , despre o relatie de continuitate intre cele doua 
concepte, tratand experimentul ca pe o practica specifica perioadei postmoderne si nu ca pe un alt termen de a 
numi postmodernismul. In Daniel Clinci, Avangarda $i experiment. De la estetica negativd la cultura 
postmoderna, Bucuresti, Tracus Arte, 2014. 
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Nemoianu, Vladimir Streinu, Nicolae BalotS, Sanda Galopcntia, Savin Bratu sau Mircea 
Martin. Caius Dobrescu, de altfel, subliniazS o legSturS intre activitatea Noilor, si in general a 
optzccistilor, §i activitatea criticilor generatici ’60 pentru care era foarte important sS se alinieze 
la valorile definitorii pentru Europa. Optzeci§tii continuS demersul §aizeci§tilor si se indreaptS 
atat cStre revalorizarea modernismului, cat si cStre regandirea avangardelor sub influenza unui 
model al civilitS(ii sociale si literare 3 . 

Pe de altS parte, intr-un interviu acordat Adinei Dinitoiu, Gheorghe Craciun subliniaza 
cS manifestul lor nu a avut parte de influence din niciun fel. Ei nu aveau habar de biografismul 
american. Citeau, intr-adevSr foarte multS literature franfirzeascS, insS francezii nu le ofereau 
astfel de modele: „Cred ca modelul era, in mod paradoxal, Wittgenstein, cu propozipile lui 
foarte seci §i foarte sentcntioasc. Ne interesa denotapa, sa fim cxacp.” 4 Prin aceastS afirmape 
referitoare la manifest, Craciun se referea probabil la „Text comun”, un manifest realizat 
impreunS cu Gheorghe Ene §i Gheorghe Iova, in care denotapa are un rol foarte important. 
Acest text urmeazS sa fie dezvoltat mai pe larg in capitolele ce urmeazS. insa faptul ca nu au 
fost deloc influentap poate line si de manifestarea unui orgoliu auctorial (Caius Dobrescu). 
Astfel, prezenta lucrare i§i propune sa argumenteze ideea ca au existat influence in cazul 
cvolu(iei experimentului grupSrii Noli, insa aceste influcn(c au fost intemalizate diferit de 
fiecare scriitor in parte. 

Este drept ca statutul experimentului in literatura capStS cocrcn(S, devine organic si 
consticnt de fiecare mi scare a sa in literatura, adunand in jurul sau artisti individual i^,ti care 
luptS pentru arbitrarietatea culturii si pentru transformarea social-culturalS. Aceasta este si 
asp i rati a membrilor gruparii Noll, lupta pentru crearea unei noi culturi artistice, cu influence in 
mare parte occidentale. Refuzul ca experien|S a rupturii se manifests in cazul experimentului 
practicat de membrii gruparii Noii prin faptul ca ace§tia se indreapta catre o posibilS autonomie 
artisticS, dar si catre o valoare soteriologica a scrierilor acestora. Practica lor experimentalists 
trebuie in(eleasS nu doar in limitele culturii comuniste, dar §i ca indiciu al constrangerilor si al 
posibilitSfilor oferite de acest spa(iu. Experimental lor era sus(inut de un putemic spirit al 
inovatici, dar si de un simt al crizei si al nevoii de schimbare, de tranzitic. in acest sens, Adrian 

3 Caius Dobrescu, ,,'l raditia placerii (de a gandi): Gheorghe Craciun §i continuitatea intelectuala dintre critica 
literara a generafiei ’60 §i crea(ia literara a genera(iei ’80”, in Trupul §i litera. Explorari critice in biografia §i 
opera lui Gheorghe Craciun, coord. Andrei Bodiu §i Georgeta Moarcas, Cluj-Napoca, Casa Cartii de §tiin(a, 
2012, pp. 11-42. 

4 „Eram ni§te copii rai”. Interviu inedit cu Gheorghe Craciun, interviu realizat de catre Adina Diniloiu. 
„Observator cultural”, nr. 358, februarie 2007, http://www.observatorcultural.ro/Eram-niste-copii-rai.-Interviu- 
inedit-cu-Gheorghe-CRACIUN*articleID 16977-articles details.html accesat in data de 30.06. 2015, ora 16:10. 
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Lacatu§ remarca faptul ca perioada comunista le-a priit membrilor gruparii Noii in ceea ce 
privestc dezvoltarea experimentului literar. In momentul in care au disparut limitele §i 
constrangerile, a disparut si climatul propice de a fi diferip fa|,a de ceilalp scriitori 5 . 

Nu tot ceea ce este nou este si experimental, inovativ. Experimentul nu a dat dovada 
pana in acest moment de suficienta nervozitate pentru a deveni un curent literar in sine, astfel 
ca ramane un moment in activitatea literara a scriitorilor. Pe cat de rcvoluponar pare, pe atat 
de cuminte este pentru ca de§i sunt foarte mulp adepp ai valorilor acestuia, nu loti i§i due 
experimentul pana pe culmile sale cele mai inalte. Cei mai mulp se opresc in faza incipienta a 
acestuia si continua sa scrie o literatura a vremii. Acest lucru nu inseamna ca experimentul 
dispare in totalitate, el doar se diminueaza, ramane baza textelor autorilor, iar pe aceasta 
fun dap e se contruie§te stilul specific fiecarui membru al gruparii. De altfel, Adrian Lacatu§ 
explica disparipa experimentului literar dupa 1989 prin „dependen|a de configurapa culturala 
a acelei societap inchise”, care i-a afectat „intr-o masura mult mai mare decat §i-au imaginat 
autorii ei.” 6 Aceasta dependents cred ca se refera la imposibilitatea cxperimcntalistilor de a 
lasa in urma contextul istoric si de a se adapta la node condipi. Experimentul lor mergea mana 
in mana cu situapa politica, oricat de paradoxal ar parea. Societatea comunista le oferea ocazia 
de a aborda un text riscant, cu tending evazioniste, ce le permitea sa se indrepte spre literatura 
occidentala. Craciun, spre exemplu, si-a oprit latura revoluponara a experimentului sau 
lingvistic chiar in faza incipienta, insa a continuat sa scrie o literatura experimentala axata pe 
corporalitatea literei §i a textului. Teama ca ar putea trage dupa sine „cadavrul” acelei perioade 
1-a urmarit mulp ani, regretand parea interesul exagerat pentru „metafizica personala” §i 
„sclifoseala fenomenlogica §i sintactica” 7 . Gheorghe Iova s-a orientat spre definirea textuarii, 
Mircea Nedelciu spre cea a ingineriei textuale, loan Flora a dezvoltat o poetica enunpativa, 
Gheorghe Ene a fost un deconstructivist, iar Emil Paraschivoiu a fost „un obstretician al 
limbajului in act” (Gh. Craciun). 

Experimentul literar practicat de membrii gruparii Noii a fost mult timp, in mod gresit 
poate, asociat miscarii textualiste practicate de scriitorii francezi ce se invarteau in jurul revistei 
Tel Quel. Ne intrebam, insa, in ce masura au fost influenlap Noii de practicile telqueliste? In 
ceea ce prive§te programul lor, grupul Tel Quel a militat pentru formarea unei teorii pomind 
de la practica scriiturii, pentru rasturnarea si redefinirea conceptului de „literatura”. Teoria 


5 Adrian Lacatus, op. cit.. p. 58. 

6 Adrian Lacatus, op. cit.. p. 9. 

7 Gheorghe Craciun, „Dintr-un «caiet de teze»”, in ..Interval”, 4(12), 1998. 
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scriiturii textuale presupune cvidcnpcrca cvolupci literaturii ca ficpunc cu scopul de a 
transforma scriitura textuala intr-o istorie reala. Este necesar ca scriitura sa recunoasca ruptura 
faja de literatura ce o inso^cstc in paralel, si sa accepte ca §tiinja limbajului ii este indispensabila 
sau, mai mult, ca ea devine un obiect al acestei stiintc. Aspectul distrugerii nu se refera doar la 
literatura, ci si la limbaj; scriitura implied §i negarea limbajului in masura in care scriitura 
textuala constituie istoria amanata aprezentului. Avand caracterul unei actiuni rcvolutjonarc, 
teoria grupului considera literatura ca fiind inchisa si propune un tip de scriitura textuala cu un 
grad al non-cxprcsivitapi destul de ridicat. Ei pun accentul pe materialitatea textului, pe 
corporalitatea literei, pe manifestarea literaturii ca ideologic sau ca practica productive. Pentru 
ei textul literar nu mai este incorporat de catre accepjia istorica a conceptului de literatura, ci 
este mai degraba o practica semnificanta care se intereseaza de propria sa producere. Pentru ei 
textul a§teapta sa fie interpretat in momentul lecturii, iar „a citi” §i „a scrie” devin doua acte 
simultane in cadrul producerii textului. Membrii gruparii militeaza pentru „fabricarea” textului, 
pentru umplerea acestuia cu sens, in asa fel incat scriitura §i cititorul sa fie pu§i fa|a in fa|a, iar 
sensul sa fie cautat. De altfel, se mizeaza pe materialitatea textului, pe corporalitatea 
materialului semnificant, pe o scriere care sa includa identitatea scriitorului, litera sa devina 
corporala, sa capete viaja a§a cum arata J. L. Baudry in studiul „Scriitura, fictiunc, ideologic”. 

Dcsi fac parte din acclasi grup, membrii Tel Quel nu adopta acelea§i strategii 
experimentaliste. Fiecare scriitor practica un tip de scriitura diferit, o scriitura care ii asigura 
specificul atat in cadrul literaturii cat si in cadrul grupului. Nu se poate vorbi despre o unitate 
a experimentului in cadrul gruparii Tel Quel, iar de acest lucru ne avertizeaza insasi Julia 
Kristeva intr-un interviu oferit lui Ion Pop, publicat in 1976 in revista „Tribuna”: „[...] «Tel 
Quel» e un mit, asa cum a existat mitul structuralismului, al «noului roman»... Exista nistc 
indivizi, subiccp particulari, angajap in cercetari care au prea pujine lucruri in comun. Poate 
doar o strategic a fracjiunilor, adica una de opozipc faja de ni§te discursuri constituite. Insa 
daca cxaminati mai indeaproape diferitele persoane care compun grupul «Tel Quel», vcp vedea 
ca este vorba despre limbaje foarte diferite... Trebuie sa se renunje la ideea unui «Tel Quel» - 
comunitate: asa ceva nu exista...” 8 Acclasi lucru este valabil si in cazul gruparii Noii. Toti 
membrii gruparii lupta pentru a se difcrentia de statutul literaturii impuse de regim si incearca 
noi strategii, subversive sau nu, noi metode de obtincrc a autcnticitapi. Fiecare membru 


8 Apud Adriana Babeji §i Delia §epetean-Vasiliu, Pentru o teorie a textului. Antologie „Tel Quel” 1960-1971, 
Bucure:?ti, Editura UNIVERS, 1980, p. 5. 
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experimenteaza in propriul sau fel si fiecare se face remarcat asa cum li permite mai bine stilul 
abordat. Activitatea lor comuna este rezultatul aceluia§i crez intr-o literatura apolitica, insa 
scriitura lor este cat se poate de diferita in ceea ce privcste inovapa §i experimentarea cu 
formele limbajului sau cu fonnele real itali i / reprezentarii real itap i. 

Nu este necunoscut faptul ca exista o afinitatc intre programul revistei Tel Quel §i cel 
al noului roman francez. in numerele revistei au publicat §i scriitori precum Alain Robbe- 
Grillet, Natalie Sarraute sau Jean Ricardou, scriitori asocial cu noul roman francez, care au 
promovat influenza limbajului asupra semnificapei textului ca intreg. Noul roman francez, 
suspnca Roland Barthes, a fost mai mult decat o scoala literara, a reprezentat un fenomen 
sociologic al anilor ’50. S-au facut referiri la acest fenomen si ca fiind „scoala privirii” datorita 
politicii sale prin care promova descrierile obiective in ciuda celor psihologice, disparijia 
personajului traditional, dcconstrucpa subiectului, experimentarea formala cu spapul si timpul, 
critica realismului §i a psihologiei, re-examinarea rclapci dintre autor §i cititor §i o noua 
abordare a descrierilor. 

Atat pentru noul roman francez, cat §i pentru membrii Tel Quel practica scriiturii a fost 
intotdeauna pe primul loc. Teoria era dedusa din practica scrierii, iar aceasta practica a devenit 
baza unei teorii foarte cuprinzatoare. Ambele grupari au pus bazele experimentalismului ca 
studiu autobiografic, iar literatura pare a li desacralizata, astfel ca granitele dintre ficjiune §i 
autobiografie au fost dizolvate. in ceea ce privcste experimentul literar, ambele grupari ne-au 
oferit posibilitatea de a vedea semnificapilc sale atat in teorie, cat si in practica, dar §i 
posibilitatea de a intclcgc ca ceea ce Barthes numea „calatorie prin lumea scrisului” va avea o 
inllucnta majora asupra discursului literar §i social nu doar in cultura franceza, ci in toate 
celelalte culturi in anii urmatori. Tel Quel lansa o provocare catre modul traditional de 
relationare intre scriitor §i critic, incercand sa delincasca o noua tehnica de scriitura ce 
presupunea imbinarea functiei creative a limbajului cu cea critica. 

Se observa asemanarile dintre programul Noilor §i programele noului roman francez si 
ale revistei Tel Quel mai ales in ceea ce privcste proza acestora. Corporalitatea literei §i a 
textului susjinuta de J. L. Baudry este teoretizata si reprezentata de Gheorghe Craciun, 
Gheorghe Iova se apropie de Roland Barthes in ceea ce privcste raspandirea obiectului in 
limbaj (susjine Adrian Lacatu§). Mircea Nedelciu re-evalueaza relajia dintre cititor si scriitor 
asemenea lui Allain Robbe-Grillet. Insa, aceste asemanari nu inseamna ca putem identifica 
programul Tel Quel sau al noului roman francez cu cel al gruparii Noil. Caius Dobrescu ne 
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atenponeaza ca la o prima vedere am putea fi ten tap, spre exemplu, sa asociem tema corpului, 
asa cum este teoretizata §i abordata de Craciun, cu discursul radical al textualismului francez 
al anilor ’60, in vreme ce pentru acesta este dovada unui interes manifestat fata de liberalismul 
conversational §i estetismul civilitapi. Insa, „...ceea ce il indeparteaza pe Craciun de 
ademenirile mae§trilor francezi (printre care, sa ne amintim, se numara si o sirena de farmecul 
Juliei Kristeva...) este tocmai ipocrizia si sterilitatea a ceea ce Tom Wolfe numea «sicul 
radical)). Modul in care Craciun personalizeaza, de fapt: redescopera/reinventeaza, tema 
corpului o face pe aceasta extrem de diferita de speculapile lingvistico-psihanalitice-maoiste 
ale revoluponarilor de biblioteca §i de salon mai sus-evocap.” 9 Astfel, nu intenponez sa neg in 
totalitate influenta programului promovat de cele doua grupari, ci voi merge pe liniile 
asemanarii pana la punctul in care fiecare scriitor al gruparii Noli se distan^eaza si diferenpaza 
de francezi, dar §i de celelalte modele. 

Ceea ce se iveste necesar pomind de la aceasta contextualizare este clarificarea 
modurilor in care programul revistei Tel Quel si al noului roman francez au inflentat activitatea 
gruparii romanesti Noil. Originalitatea programului revistei Tel Quel sau a noului roman 
francez nu poate fi contestata, insa aceasta va fi de multe ori tratata de catre criticii romani ca 
fund paralela, corespondents fenomenului romanesc. Livius Ciocarlie, intr-un interviu oferit 
revistei „Echinox”, vorbeste despre faptul ca francezii nu au avut textualism §i ca acest concept 
este un fenomen autentic romanesc. Francezii, suspne Ciocarlie, „au avut text”, un text ale 
carui baze au fost puse de Mallarme §i Launtreamont §i care era caracterizat de „autoreferin|a, 
intertextualitatea, diferenla, producerea de sens indecimabil, contopirea - in semn - a adincimii 
cu supra fata etc.” 10 Dupa ace§tia membrii Tel Quel au elaborat „teoria textului” §i au gre§it in 
momentul in care au tins sa identifice textualitatea cu modemitatea. Livius Ciocarlie sustinc ca 
„tel-queli§tii” au exagerat foarte mult in punerea in practica a teoriei: „Ei au scris text cu 
seriozitate. Cu, s-o spunem, anosta seriozitate.” In ceea ce prive§te textualismul romanesc, caci 
teoreticianul sustinc existenta acestui concept, Ciocarlie considera ca acesta nu a avut niciun 
model, ca el a pornit de la text si 1-a transformat; el nu neaga existenta textualismului in alte 
literaturi, cum ar fi cea americana, insa suspne ca acestea sunt fenomene paralele, 
corespondente cu cel romanesc, iar spre deosebire de textualismul altor literaturi, romanii nu 
au cazut prada epigonismului, ci au preferat inovapa unui spirit aprodic si a deschiderii catre 


9 Caius Dobrescu, op. cit., p. 34. 

10 Livius Ciocarlie, interviu, in „Echinox”, nr. 3-4,1990; http://revistaechinox.ro/2011/06/1990-interviu-cu-livius- 
ciocarlie-goldmine/ ; vizitat in data de 29.06.2015, ora 14.30. 
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real, catre vocile realului. Despre felul in care textualistii romani privesc trecutul, suspnc 
Ciocarlie, ei nu sunt agresivi, ci sunt primitori fafa de trecut prin felul in care abordeaza 
intertextualitatea. 

Ar li de completat §i cu opinia unui alt critic care vorbea despre cxistcnta textuali§tilor 
in cazul scriitorilor romani optzeci§ti, Radu G. Teposu. Acesta structura optzeci§tii astfel: 
textual i^tii (Mircea Nedelciu, Gheorghe Craciun, Gheorghe Ene), cei care urmeaza mitologia 
derizoriului (Bedros Horasangian, Ion Lacusta), cei care urmeaza fantezismul alegoric §i 
livresc (§tefan Agopian, loan Grosan), anali§tii (Alexandru Vlad, Stelian Tanase) 11 . Nu contest 
originalitatea structurii, insa avand in vedere ca insasi tnembrii gruparii Noii, atat Nedelciu, cat 
si Craciun, refuza incadrarea in limitele textualismului, mi se pare mai sigura calea indiciilor 
date chiar de accstia §i voi prefera sa tna orientez doar spre influentclc presupuse de textualism 
si nu catre identilicarca activitapi literare a Noilor cu programul textualismului. 

Textualismul este, a§a cum metaforizeaza Gheorghe Craciun, intr-un articol publicat in 
revista „Familia” in 1994 §i reluat in 1997 in structura volumului Cu gar da deschisa, un 
teritoriu extrem de limitat, o zona in care nu se rcgascstc experimentul lui §i al colegilor sai: 
„In literatura, «textualismul» stame§te un entuziasm similar celui al primilor colonisti in Vestul 
Salbatic. Descentrarea lumii si descentralizarea institupei autorului va conduce in cele din urma 
la impunerea unui alt centra §i a unei noi forme de centralism. Eu insumi nu rna pot lasa dus 
de val si nu pot sa nu observ limitele inguste ale teritoriului abia cucerit.” 12 Nu doar ca nu au 
fost influcntap in mod semnilicativ de programul revistei Tel Quel, ci accstia considerau ca 
textualismul reprezinta un spapu limitat, nu foarte ofertant cand vine vorba despre 
experimentarea cu formele §i posibilitaplc infinite ale limbii. Obiectivul lor era sa tnearga 
dincolo de canoanele cunoscute ale poeziei sau prozei, ajungand astfel la ideea de text prin 
intermediul Tel-Quel-vAm, insa fara a se lasa influcntap de programul acestora in sens major: 
„Am tot stat sa ma gandesc cat de mult ne-au influent.at ei: ideologic cred ca nici nu se pune 
problema, ca scriitura intr-o oarecare masura. Lucrul cel mai important cred ca a fost 
consticntizarca faptului ca literatura este ceva care se face in timp ce scrii. Asta cred ca ne-a 
impregnat pe toji §i ne-a facut foarte lucizi.” 13 


11 Radu G. feposu, Istoria tragica & grotesca a intunecatului deceniu literar noua, edifia a Ill-a, prefaja de Al. 
Cistelecan, Bucure^ti, Editura Cartea Romaneasca, 2006. 

12 Gheorghe Craciun, Cu garda deschisa, Ia§i, Institutul European, 1997, p. 16. 

13 „Eram ni§te copii rai”. Interviu inedit cu Gheorghe Craciun, interviu realizat de catre Adina Dinitoiu. 
„Observator cultural”, nr. 358, februarie 2007, http://www.observatorcultural.ro/Eram-niste-copii-rai.-Interviu- 
inedit-cu-Gheorghe-CRACIUN*articleID 16977-articles details.html accesat in data de 30.06. 2015, ora 16:10. 
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intr-un interviu oferit Centrului cultural Pitcsti, Constantin Stan cvidcntiaza cateva 
aspecte ale scriiturii grupului din care facea parte si putem observa asemanari cu programul 
francezilor: „acel grup, in primul rand de prieteni, se opunea ideii de literatura, voia 
«deliteraturizarea» §i in|elegea lumea ca o masa de texte, de texte active, care actioneaza, 
modeleaza, schimba lumea. «Literatura» era doar o parte a acestei mase textuale. Gata cu poetul 
inspirat, gata cu fort a divina incontrolabila sub care se asaza scriitorul. Textul este un construct 
din cuvinte, iar tu e§ti constientul textului tau.” 14 Avem astfel ideea de deliteraturizare, de 
negare a inspirapci poetice, acpunc modelatoare a textului. 

Ceea ce este pus, in fond, sub semnul intrebarii in acest studiu este existen(a 
textualismului in cazul gruparii Noii. Inca de la inceputul lucrarii am ales sa folosesc sintagma 
experimentului in detrimentul celei a textualismului §i voi continua in aceea§i idee. 
Experimentul specific membrilor gruparii Noli nu reprezinta o ramura a textualismului tel- 
quelist, ci este un experiment de sine statator ce i§i trage sevele si din programul acestora, §i 
din ceea ce presupunea avangarda ruseasca (in ceea ce prive§te poezia), cu precadere activitatea 
lui Velimir Khlebnikov, sau din experimentalismul american (in ceea ce privcstc proza), cu 
precadere Thomas Pynchon sau John Barth, a§ indrazni sa afirm. Nu incerc sa identific 
activitatea Noilor cu niciuna dintre mi§carile mai sus men(ionatc, dar nici nu neg influenza 
acestora. Incerc doar sa subliniez ca scriitorii in cauza au dezvoltat un tip de experiment 
singular pentru literatura romana a anilor ’70-’80. 

Pentru a intelcgc mai bine acest refuz al textualismului in ceea ce prive§te gruparea Noii 
ar fi de ajutor o scurta contextualizare a acestei confuzii pe care ne-o ofera chiar Mircea 
Nedelciu din care in(clegem ca eticheta de „tcxtualisti” a fost gresit aplicata acestora. Ace§tia 
au fost interesa|i de francezii de la Tel Quel doar in masura in care aveau un interes comun fa(a 
de avangarda ruseasca; acest lucru nu inseamna insa ca sunt si ei textual i^ti. Termenul de 
„textualism” dateaza de prin anii ’81-’83, de la apari(ia revistei „Scinteia Tineretului” si a fost 
folosit cu nuan(a negativa, un instrument de injuriere, era asociat cu „cosmopolitismul”, un 
altfel de „dusman al poporului”, poveste§te Mircea Nedelciu. Nu a avut nicio legatura cu 
textualismul specific francezilor si cu atat mai putin cu materia propriu-zisa a prozelor Noilor. 
Termenul a fost preluat in mod gre§it §i abuziv de catre criticii valorosi ai literaturii si a fost 


14 „Proza §aizecista i§i epuizase valen|;ele creatoare. Se oficializase. Mima libertatea §i curajul...”, interviu cu 
Constantin Stan, http://www.centrul-cultural- 

pitesti.ro/index.php?option=com content&view=article&id=2059:interviu-cu-constantin- 

stan&catid=229:revista-arges-iulie-2009&Itemid=l 12 , verificat in data de 30.06.2015, la ora 15.55. 
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intclcs ca o construc^ie sofisticata, cu tehnici literare ce presupun naratori ce ofera cxplicapi 
cititorului, marci autoreflexive ale textului, sau marci de analizare a textului in interiorul 
acestuia. Tehnicile aduceau noutate, binein^eles, iar atcnpa pe care scriitorii in cauza au oferit- 
o revistei Tel Quel au dus la incadrarea acestora in mantia conceptului de textualism. Iova 
explica §i el eroarea: „Noi am studiat cu atcnpc textualismul francez, dar in nici un caz nu mi 
s-a parut ca este ceva ce ne-ar bucura foarte mult sa-1 preluam. Dar fa|a de multe elemente de 
astea pe care le observam in literaturile straine, literatura americana sau chiar germana, Peter 
Handke stiu ca la un moment dat ii placea foarte mult lui Gheorghe Craciun. Toate astea erau 
preluate cu un teribil si ml, critic §i erau vazute ca posibile instrumente care ar (i putut fi integrate 
in demersul nostra.” 15 Ei nu se considera insa adepti ai textualismului, ei nu prefera scriitura 
lui Mallarme, ei mai degraba pe cea a lui Rimbaud: „Textualitatea difera de practicile «Tel 
Quel» cel pul,in prin faptul ca lucreaza cu Rimbuad, nu cu Lautreamont §i / sau Mallarme. Nu 
se mizeaza pe sistem (-atic, -ic, -atizare etc.).” 16 Membrii gruparii Noll si-au manifestat 
interesul fa|a de textualismul promovat de revista „Tel Quel” doar in masura in care le oferea 
material de studiu al avangardei rase§ti, „intcrzisilor rusi”, dupa cum am subliniat mai sus. Noil 
nu sunt textuali^iti, ei sunt mai degraba autentici§ti, dupa cum ne arata §i Ion Bogdan Lefter in 
studiul sau, 7 postmodemi : „Ideea de textualism presupune opozipa fa^a de planul existential, 
lepadarea de concret: textul s-ar opune realitatii. La Nedelciu §i la colegii sai de gcncrat,ic, e 
invers: textul investigheaza realitatea si o reconstituie in pagina scrisa. Proliferarea narcisica a 
tehnicilor narative inceteaza §i ele devin instrumentele - intre altele - ale unui «nou 
figurativism». Proza lui Nedelciu §i a cclorlalti se dezvaluie - asadar - ca esentialmente «anti- 
textualista».” 17 Lefter subliniaza §i el inllucnta textuali§tilor doar in masura in care preluau 
anumite tehnici si le supuneau mai intai unor analize critice, urmand abia dupa sa le 
personalizeze si sa le utilizeze spre detinirea propriului stil si autenticitat,i. 

Referitor la autenticitatea experimentului gruparii Noii observam ca atat interesul fat,a 
de filosofia lui Wittgenstein, cat si interesul aratat fa^a de continutul revistei Tel Quel au dus la 
aparitia expresiei „a textua”. Expresia nu are nicio legatura cu textualismul, explica Nedelciu. 
„Textuare”, „a textua” inseamna a transcrie, „a pune pe hirtie anumite trairi ale persoanei care 


15 Mircea Nedelciu, „Sunt atit de orgolios incit consider ca nici n-am avut modele §i nici nu m-am lasat inllucntat”, 
Interval, 4(12), 1998, interviu realizat de Andrei Bodiu, p. 25. 

16 Gheorghe Iova, Acpunea textuala. Bunulsimf vizionar, Pitefjti, Editura Paralela 45, Colectia 80, Seria ESEURI, 
1999, p. 41. 

17 Ion Bogdan Lefter, 7 postmodemi: Nedelciu, Craciun, Midler, Petculescu, Gogea, Danilov, Ghiu, Pite§ti, 
Paralela 45, 2010, p. 23. 
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sunt atit intime, cit §i culturale, si a incerca sa la§i textul sa se creeze, lasind aceste influence sa 
strabata liber spre ele, cu mare acribie lingvistica, cu fraze cit mai scurte, (aici e influenza lui 
Wittgenstein), complete, imposibil de schimbat un cuvint in ele...” 18 Iova refuza atat existcn(a 
„textualismului” in literatura romana, cat si teoriile care vin sa demonstreze acest lucru. 
Textualismul era pentru Gheorghe Iova „un artefact telecomandat de rctcaua de securitate sau 
de cultumici” precum Marin Mincu, caruia ii reproscaza incercarile de a demonstra ca bazele 
textualismului se afla in Italia. 

Pentru Iova si ceilalp „textul adevarat” se leaga de filozofia lui Wittgenstein §i a 
discipolului sau, Helmuth Heisenbiitten, si „se creeaza numai in teoria cititorului”. Metoda de 
a ajunge la acest text adevarat se gascste in „ingineria textuala”, sintagma care este revendicata 
atat de Iova, cat si de Nedelciu. Iova, pe de o parte, o de fin este ca fiind imposibilitatea textului 
de a ajunge la o posibila completitudine pentru ca risca sa se prabu§easca in sine ca intr-o gaura 
neagra. Nedelciu, insa o vede ca pe dexteritatea unui scriitor de a face in a§a fel incat „textul 
poate sa spuna orice, si contrariul, daca este bine stapinit.” Nedelciu explica si provcnicn(a 
sintagmei ca fiind un fel de etapa din perioada de cenaclu a gruparii Noll „cind importanta era 
reu§ita pe cm2”, perioada in care membrii discutau textele pana la ultimele consecinje, analizau 
textele ca intr-un laborator, „daca o propozipc a cazut bine una dupa alta, daca ea exprima un 
sentiment.” Cui ii aparpne, de fapt, sintagma este greu de stabilit, insa putem face o legatura 
intre scmnificapile acesteia §i filozofia lui Wittgenstein. Ingineria textuala propusa de cei doi 
scriitori prezinta o tehnica ce poate fi invalata, apropriata, cu scopul de a oferi textului cocrenta, 
dar si cu scopul de a pune in text experienfa personala, de a incerca sa o transcrii in a§a fel incat 
cititorii sa se recunoasca in ea. Mircea Nedelciu ne ofera totu§i un raspuns ce ne duce tot spre 
ideea textului catalizator §i a talentului necesar. Nu sunt suficiente doar procedeele tehnice. 
Acestea pot fi in vacate foarte usor, insa pentru folosirea lor in anumite situapi, pentru realizarea 
acordului dintre ele si lume, avem nevoie de „talent” 19 . Sintagma este cea care a cauzat in mare 
parte referirea la acesti scriitori ca fiind tcxtualisti, insa confuzia este regretabila dupa spusele 
lui Mircea Nedelciu. Intre textualism §i experimentul gruparii Noii exista o mare diferenja. In 
timp ce performanta textuali§tilor de la „Tel Quel” presupune ideea riscanta de reproducere a 
intregului text al lumii, membrii Noli acorda atcntic cotidianului §i realitapi imediate, insa fara 


18 Mircea Nedelciu, „Sunt atit de orgolios incit consider ca nici n-am avut modele p nici nu m-am lasat influentat”, 
Interval, 4(12), 1998, interviu realizat de Andrei Bodiu, p. 24. 

19 Mircea Nedelciu, „...Daca vorbim strict de piin(a de a scrie...”, interviu consemnat de Petru Cimpoe^u, in 
„Ateneu”, Bacau, anul 21, nr. 2 (171), februarie 1984, pp. 8-9, Apud. Ion Bogdan Letter, op. cit.. p. 12. 
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a face din text un inlocuitor al lumii reale 20 . Textele Noilor nu cauta sa puna stapanire pe 
realitate, ci cauta mai degraba sa aduca realitatea in text in cel mai plauzibil mod posibil. 

Cum am afirmat §i mai sus, originalitatea revistei „Tel Quel” sau a noului roman francez 
nu poate fi contestata, insa nu consider ca membrii gruparii Noli au luat ca model principal 
programul acestora. Accstia s-au dezvoltat in paralel, in dirccpi relativ apropiate, insa 
demarcate in primul rand de contextul social si de felul in care abordau textul. Textul este cel 
care a ramas la mijloc si a fost dezvoltat in funcpc de aspectele fiecarei culturi in parte. 
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STRUCTURES OF DISCONCERTING SPIRITUALITY IN RALPH ELLISON’S 

INVISIBLE MAN 


Laviniu Costinel Lapadat 
PhD, University of Craiova 


Abstract: The structural hierarchy of religious manifolds in Ralph Ellison’s Invisible Man harbors 
retro-cognitive elements of encompassing punishment and redemption while also tinkering at will with 
expanded metaphors of pervasive spiritual premonitions. There is an intrinsic tether between the flesh 
and the soul which the author exploits and justifies through the re-enactment of multiple forms of 
mythology, placing great emphasis however on the moral and ethical corpus of Christianity and the 
manner though which it displays relevance regarding the harsh realities of African American life. 
According to my analysis, Black Christianity plays a pivotal role in the examination of intricate 
instruments which relate to Afro-American identity, a concern for their own destiny, and patterns of 
self-empowerment and personal sacrifice. 

Keywords: religion, spirituality, identity, destiny, morality. 


A key pillar of religious imagery would definitely have to brutally crave the need for 
some sort of compensative universe, an Earthly version of the Garden of Eden which must be 
well equipped to negate the various circles of hell which claimed dominion over the lives of 
blacks during the 1950s in a still segregated and highly racially biased America. In 
Encyclopedia of the Harlem Renaissance, Wintz and Finkelman strive to ascertain how the 
writers who fuelled the Harlem Renaissance harnessed the potentially limitless resources of 
religion and spirituality: 

Overwhelmingly, depictions of religion focus on the storefront churches or on the rural 

south.there is scant attention given to the mainline churches.during this time period [...] 

The aesthetes of the Harlem Renaissance were fulfilling a role that artists have always filled: 
poking and prodding at the pretentions of official power.(Wintz 1042-1043). 

From the invisible man’s initially narrow and externally distorted perception, his place 
of learning, the unnamed Southern college we know to be a literary replica of the Tuskegee 
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Institute, is his Shangri-La, a Paradise mainly generated by hopeful and desperate impulses of 
perception: 

I’ve recalled it often, here in my hole: How the grass turned green in the springtime and 
how the mocking birds fluttered their tails and sang, how the moon shone down on the 
buildings, how the bell in the chapel tower rang out the precious short-lived hours; how the 
girls in bright summer dresses promenaded the grassy lawn. Many times, here at night, I’ve 
closed my eyes and walked along the forbidden road [...] (Ellison, 1995: 34-35) 

The imagery produced here is far from being a descriptive masterpiece of a redemptive 
Paradise on earth. It is only a mediocre but very personally charged distribution of affection in 
terms of adapting an average chronotope to provide solace in times of distress, to cradle beauty 
from within simplicity and the blessings of innocent youth. The pastoral construct is not even 
based on narrative synchronicity as it springs from retro-cognitive reenactment or recollection 
of a theoretically idyllic time. The perception is all the more put into question as it is triggered 
during a time of great emotional distress when the protagonist finds himself isolated in a hole 
of meager expectations, a personalized autarchic Purgatory he can call his own. Turning our 
attention to the details that matter in our protagonist’s lost Paradise; we distinguish a proclivity 
towards the glorification of nature and its resources for life, youth and regeneration. 
Cosmologically he prefers the discretion and delicate mysteries of the moon to the power and 
harsh truths of the sun. There is an unmistakable Romantic element here, celebrating the darling 
buds of innocent love, treading on roads which are gracefully forbidden, hoping, dreaming at 
magical encounters beyond vaguely distant bridges. His recollection of that blessed space is a 
full-fledged return to innocence, to a time and space when his heart wound pound out of his 
chest going past the girls’ dormitories, where love was above all spiritual laced with just the 
shy intent of carnality. This idyllic retreat is aesthetically relevant only to the protagonist, as a 
detached, pragmatic reading would only see normal natural elements, a cottage for Home 
Economics and even an insane asylum. 

The solid counter-arguments that there is nothing magical or beautiful about the young 
man’s world cannot be overlooked, yet we must bear in mind that the whole imagery is the 
unsullied product of the soul and the soul itself is trans-temporal and able to transcend spatial 
borders. We have inside us the breath of God Himself and therefore the connection between 
man and the heaven he had once been a part of cannot be fully severed. We hold within us a 
spark of divinity and this allows us to shape our external universe through the strength of our 
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internal fortitude. It is said that a child can find beauty in pretty much everything and this 
assertion is absolutely truthful. As we grow older and fall prey to the tyranny of sin we become 
jaded, emotionally compromised, and almost mechanical in our endeavors. We gradually learn 
to overlook the crown of wonders around us and use our minds to crush the joys of 
unconditional surrender to innocence. Ellison does not concur with Emerson’s tendency to 
idealize and generate perfect versions of humans and untouched behavioral ethics. 

Thus we trace Fate, in matter, mind, and morals. - in race in retardations of strata, and 
in thought and character as well. It is everywhere bound or limitation. But Fate has its lord; 
limitation its limits; is different seen from above and from below; from within and from 
without. For though Fate is immense, so is power, which is the other fact in the dual world, 
immense. If Fate follows and limits power, power attends and antagonizes Fate. (Emerson, 
1889: 360) 

Sadly enough any transcendent experience is short lived in connection with the harsh 
realities of human condition. Just like Adam before him the invisible man will be forced to 
accept his Fate and abandon Paradise, head towards the great unknown. His expulsion is subtly 
suggested through the utilization of the symbol of the apple: “Something tinkled against the 
porch and I picked it up, gazing at it from time to time. It was a hard red apple stamped out of 
tin.” (Ellison, 1995:53). Accessing the forbidden fruit of the tree of knowledge will 
automatically entail a forfeiture of his educational benediction yet we must consider the true 
nature of his action. His only sin is that of exposing the truth about the respectable Mr. Norton 
and his legacy of shame in a world of injustice controlled by the cruelty of evil men. The 
wealthy white Northerner is not to be regarded as an empty shell of a man, an over-vilified 
demonic spawn dispossessed of love and desire for beauty and redemption. He too had had his 
version of Heaven, his personal corner of redemption but trough no other fault than his own he 
had torn it all asunder. His paradise was not a when or a where, it was a who - his daughter: 

There is another reason, a reason more important, more passionate and, yes, even more 
sacred than all the others,” he said, no longer seeming to see me, but speaking to himself alone. 
“Yes, even more sacred than all the others. A girl, my daughter. She was a being more rare, 
more beautiful, purer, more perfect and more delicate than the wildest dream of a poet. I could 
never believe her to be my own flesh and blood. Her beauty was a well-spring of purest water- 
of-life, and to look upon her was to drink and drink and drink again . . . She was rare, a perfect 
creation, a work of purest art. A delicate flower that bloomed in the liquid light of the moon. 
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A nature not of this world, a personality like that of some biblical maiden, gracious and 
queenly. I found it difficult to believe her my own ... (Ellison, 1995: 42) 

His daughter was indeed his religion, an innocent and powerless goddess-like figure he 
considered to hold sacred value. The word sacred is deliberately produced twice to stress the 
nature of his fatherly admiration. Her beauty is professed via numerous methods of description 
of emphasis; she is even awarded elemental status linking her to water and pure life. The moon 
motif is once again utilized to maximum effect affording the girl a connection to the cosmos 
itself. Through the eyes of her father she is no less worthy than the pure maidens of the Bible; 
somewhat suggesting that God Himself was watching over her with infinite love and protective 
grace. Yet in spite of all that, she was nothing but a pile of bones in a theoretically expensive 
casket rotting somewhere on consecrated ground, in a cemetery of her father’s choosing. One 
hypothesis would be that God loved her so much He wanted her back in Heaven and therefore 
called her name a little bit earlier than expected. But the world of Invisible Man is not the realm 
of fairytales, and the horrible truth is that she had fallen prey to her father’s twisted love. 
Norton’s connection to Trueblood and the impact the black man’s story of incest has on him is 
a dead giveaway of the respectable white man’s dark side of sexual abomination and murder 
against his own flesh and blood. Norton is worse than Trueblood because the black man was 
at least admitting guilt, he was somewhat repentant, humble and he had not claimed his 
daughter’s life. The same cannot be said for Norton who chooses to hide behind the mask of 
respectability and status, and not just run from his sin but ignore it altogether. He was 
responsible for the destruction of his Paradise. 

There are two very distinct ritualistic methods of recounting incest referring to the tales 
of Norton and Trueblood. The first perpetrator opts for a solemn approach, admitting to 
nothing, yet he encrypts the truths in a series of insinuations and associative assertions which 
blatantly expose his true nature. His discourse does indeed contain some elements of guilt but 
he by no means accepts responsibility for being the source of his daughter’s condition; he just 
utters a bit of self-criticism absurdly theorizing he could have helped her more. To put it in a 
nutshell he felt unrest at being unable to heal her from the malediction he had inflicted, he felt 
no guilt or at least did not admit to any for destroying her in the first place. In a world where 
rich individuals constantly surround themselves with yes men, Norton has the grotesque 
audacity to view himself as some sort of victim and expect those around him to comfort him 
or empathize with him: 
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‘She was too pure for life,’ he said sadly; ‘too pure and too good and too beautiful. We 
were sailing together, touring the world, just she and I, when she became ill in Italy. I thought 
little of it at the time and we continued across the Alps. When we reached Munich she was 
already fading away. While we were attending an embassy party she collapsed. The best 
medical science in the world could not save her. It was a lonely return, a bitter voyage. I have 
never recovered. I have never forgiven myself. Everything I've done since her passing has been 
a monument to her memory.’ He became silent, looking with his blue eyes far beyond the field 
stretching away in the sun. (Ellison, 1995:43) 

Norton’s speech is viciously deceptive and brutally arrogant, piercing through to the 
very moral marrow of the readership. He twice claims his daughter was too pure for the world 
we live in, somehow suggesting that there is some kind of upside to her demise. There can 
never be a glass-half- full mentality when it comes to the death of an innocent human being. 
The truth was she was indeed pure but defenseless and the evil inside him had inadvertently or 
possibly even deliberately sought to obliterate that irreplaceable beauty. He had become the 
Reaper for his own flesh and blood; he had sacrificed her on a slab of his own darkness and 
spiritual weakness. With respect to the manner in which he communicates with the invisible 
man we can’t help but be appalled by the arrogance of topographic enlistments. He talks of 
Italy, Munich, the Alps or sailing around the world to a man who had suffered the indignity of 
a racially degrading Battle Royal for the right to study in Sweet Home Alabama. He mixes 
vague compulsions of guilt with the Luciferian arrogance of someone who claimed to have put 
the world at his daughter’s feet but somehow it had not been enough. A summary inventory of 
the allocation of words employed to suggest feelings of pity and victimization concludes that 
Norton is centered on how the tragedy affected him personally rather than the impact it had on 
his daughter. He should be suffocating in self-loathing, instead he believes that trough some 
meager deeds of philanthropy he can honor the memory of his daughter. 

Trueblood is himself a corruptor of innocence and destroyer of youth but what 
differentiates him from Norton is his genuine desire to repent and make amends. The gravity 
of his grotesque deed is also toned down by the fact that he possesses limited mental functions 
linked to a primal formula of expression, and also the very real possibility he may not have 
been aware of his actions as a result of dreamscape confusion: 
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Won’t nobody speak to me, though they looks at me like I’m some new kinda cotton- 
pickin’ machine. I feels bad. I tells them how it happened in a dream, but they scorns me. I gits 
plum out of the house then. I goes to see the preacher and even he don’t believe me. He tells 
me to git out ot his house, that I’m the most wicked man he’s ever seen and that I better go 
confess my sin and make my peace with God. I leaves tryin’ to pray, but I caint. I thinks and 
thinks, until I thinks my brain go’n bust, ‘bout how I’m guilty and how I ain’t guilty. I don’t 
eat nothin’ and I don’t drink nothin’ and caint sleep at night. Finally, one night, way early in 
the mornin’, I looks up and sees the stars and I starts singin’. I don’t mean to, I didn’t thi nk 
‘bout it, just start singin’. I don’t know what it was, some kinda church song, I guess. (Ellison, 
1995:65) 

An indispensable difference between Norton and Trueblood is that the black man is not 
afforded the luxury of getting away with what he has done. Throughout his community he 
becomes ostracized, a marked man sharing partial similarities with the destiny of the biblical 
villain Cain. The contribution of the dream element in the equation opens the door to a series 
of theories regarding regression to a primal, tribal self, a trans-temporal journey to an ancient 
time when his action may not have been taboo or frowned upon. The hypothesis of mystical 
participation cannot be entirely negated as the dreams are a known facilitator of communication 
and transport between our world and the realm of the supernatural. His inability to pray may 
very well entail some sort of demonic involvement (possession or just torment), however the 
evidence to support this assertion is limited to this singular element. There is an inner struggle 
inside him between good and evil, between a genuine admission of guilt and the rejection of 
any wrongdoing, an inward skirmish which is finally settled by a surprising intervention of 
divine musical redemption. Trueblood’s ability to once again commune with God is indicative 
of a symbolic absolution indicating that no man is beyond God’s reach and mercy no matter 
how heinous the crime, as long as he repents and asks for divine clemency. 

While acknowledging and somehow appreciating the sinner’s genuine willingness to 
offer himself freely like a lamb to the slaughter in order to make amends for his grave ethical 
and spiritual transgression Ellison abruptly fragments Trueblood by comparing his offering 
with the greatest sacrifice in the history of creation, that of Jesus Christ. Trueblood admits to 
being a weak flawed, man and this humility is perhaps a redeeming factor in his ultimate 
salvation. Through pain comes purification and the wound he receives appears to generate 
some great ease and equanimity. The fact that Jim Trueblood has abandoned any and all 
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Luciferian arrogance, associating himself with an inferior being on the tiers of creation is yet 
another vector of redemption working in his favor. He views himself as a crushed, beaten down 
dog and even the positioning of the tail seems to suggest meekness and humbleness. He 
considers himself unworthy of God’s love and grace and only such a clean state of spiritual 
modesty could facilitate the divine resources able to free him from his abominable burden. The 
second blow of the axe is not permitted to occur as the sacrosanct hand of God stops the wife 
Kate from the taking of life. The Lord’s holy intervention in order to avert the execution of a 
man, though not directly evident and initiated within vastly differential circumstances does 
indeed resemble the biblical story of Abraham an Isaac where God stops Abraham from ending 
the life of his son. 

The biblical associations do not stop here as they confer meaning to the spilling of 
blood, vengeance and judgment in Ellison’s novel. Referring to God’s interdiction to spill 
blood we are made aware that: “Whoever sheds man's blood, by man shall his blood be shed: 
for in the image of God made He man.” (Genesis 9:6). Vengeance and judgment should also 
be left outside the realm of our limited intellectual jurisdiction: “Dearly beloved, avenge not 
yourselves, but rather give place unto wrath: for it is written, Vengeance is mine; I will repay, 
says the Lord.” (Romans 12:19), while on the issue of judgment it is stated: “Judge not, that 
you be not judged.” (Matthew 7:1). The whole ordeal of incest and the need for punishment is 
finalized by an irresistible need to return to the wisdom of God. Kate displays outward despair 
and invokes divinity twice, struck by the realization that she had been so close to committing 
a mortal sin that was in no way equipped or authorized to deal with her husband’s carnal crime. 

The Jim Trueblood incident possesses not one but two main pylons of social and 
spiritual disgust. Putting the obvious repugnant nature of the incest aside we are compelled to 
notice and dutifully analyze the shocking reaction of the God fearing white folks of the 
community: 

Things got to happenin’ right off. The nigguhs up at the school come down to chase me 
off and that made me mad. I went to see the white folks then and they gave me help. That’s 
what I don’t understand. I done the worse thing a man could ever do in his family and instead 
of chasin’ me out of the county, they gimme more help than they ever give any other colored 
man, no matter how good a nigguh he was. Except that my wife an’ daughter won’t speak to 
me, I’m better off than I ever been before [...] But what I don’t understand is how I done the 
worse thing a man can do in his own family and ’stead of things gittin’ bad, they got better. 
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The nigguhs up at the school don’t like me, but the white folks treats me fine. (Ellison, 1995: 
67) 

The world around the sharecropper appears to make no sense. It is as if he is living in 
a bizarre world where moral values are ferociously overturned, and his fellow blacks generate 
the only viable resource for normal Homo sapiens behavior. The whites’ commendation of his 
grotesque act may initially come across as lacking analytical and argumentative structure but 
if we are to call upon a justificatory methodology based on extreme racism we will reach the 
conclusion that everything adds up. The whites of the community adore Trueblood because his 
despicable action confirms their extremist ideologies concerning racial inferiority and the soul- 
deprived bestiality of black people. Their patterns of absurd illogicality not only reject the 
fundamental core of the Christianity they so fondly profess and boast with, they flirt with a 
dangerously-lurking mutation of over-pragmatic Satanism. To arbitrarily and unjustly reject an 
essential part of God’s creation for displaying a so-called inferiority, to view some of thy 
neighbors as untermenschen is a substantial indication of strong tumor of evil and hatred 
growing inside the members of that white community. 

We cannot overlook a regression to a tribal, pre-spiritual time when survival meant the 
killing or neutralization of that which was different from the members of your pack by any and 
all means necessary. Returning to current social and spiritual expressiveness Ellison uses his 
narrative to take a stand against racism and the proliferation of evil; it tries to counteract the 
jaded schadenfreude of some whites who expect to earn some sort of tribal validation and 
distasteful sense of accomplishment based on the misfortunes of their accursed rivals. 

I heard the high thin laugh again. “You’re nobody, son. You don’t exist - can’t you see 
that? The white folk tell everybody what to think - except men like me. I tell them; that’s my 
life, telling white folk how to think about the things I know about. Shocks you, doesn’t it? 
Well, that’s the way it is. It’s a nasty deal and I don’t always like it myself. But you listen to 
me: I didn’t make it, and I know that I can’t change it. But I’ve made my place in it and I’ll 
have every Negro in the country hanging on tree limbs by morning if it means staying where I 
am.” (Ellison, 1995:143) 

In stark opposition to Trueblood, we are made aware that religion can also play a pivotal 
role in comprehending a possible logic of sacrifice in the decision making process of Tod 
Clifton. He treads down the path of martyrdom by taking upon himself the humiliations and 
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stereotypes his people had been plagued with for centuries and in an act of bravery he confronts 
the enforcers of unjust authority: 

Alter ego , a man whose integrity leaves nothing out. It is Tod, not the narrator, who 
opposes Ras, but at the same time admits to being tempted by his emotionally releasing rage; 
and it is Tod who turns, as the last act of his life, against the authority which has always opposed 
and oppressed him. It is Tod, then, as has been shown, who carries the black identity, and the 
human dilemma; he may be the vicarious bearer of the narrator’s repressed identity. (Wilner, 
1970: 256) 

The world of the novel finds substantial crediting in the holy word of the Bible: “Vanity 
of vanities, saith the Preacher, vanity of vanities; all is vanity.” (Ecclesiastes 1:2). The universe 
of Invisible Man and perhaps even the world we live in today is a world which is profoundly 
deprived of verity. The truth is our instrument for freedom according to Jesus Christ, but as 
long as it is in the hands of the iniquitous and the vile we can never truly be free. At times the 
truth is known to us but it is useless as it is unofficial and unrecognized by forces outside our 
constitutional jurisdictions. Bledsoe describes a world where the wealthy are not only the 
gatekeepers to our destinies, but also the proliferators of our twisted sentimental education. His 
discourse achieves brutally grotesque borders by ideologically aligning itself to putrid thought 
methodologies which predicate that if you repeat a lie often enough, it becomes the truth. The 
power of Bledsoe’s dark deception and the authority of evil in general reside in an innovative, 
intricate new mechanism of delivering lies. Repeated exposure to evident lies has made certain 
intelligent individuals impervious to the smoke of ideological deceit. As a consequence a new 
method of lying has been devised based on the deliberate delivery of sacrificed essential truths. 

Ralph Ellison perceives Fate as an elemental manifestation of nature itself. While 
avoiding arbitrary justifications of restorative causality, the author recalibrates the 
functionalities of destiny so as to incorporate complex meanings within unstoppable natural 
symbolism. Nadel decrypts this methodology and asserts that: 

Fate is Nature, which is good, and failure to see that good in any given event is the 
failure of human understanding to penetrate the underlying natural cause. [...] The implication 
here is that all human remedy and redress is attitudinal. Some may regard this as rationalizing, 
but that may not be a bad choice for problems which admit no other solution. (Nadel, 1988: 
113) 
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Throughout the development of the novel Ellison utilizes a systematization based on 
oppositional, counteractive ideological symmetry. For every factor of relevant generative 
action there is an equal and opposite reaction. Every idea good or bad is balanced out and 
criticism is mostly achieved via irony or indirect discrediting based on viable, substitutive 
argumentative structures. The novel’s protagonist is a powerhouse in terms of positive energies 
and the author allocates an uncanny melange of villains in order to counteract, neutralize or 
even convert him to the proverbial dark side of the force. A pivotal structure of evil 
masterminds exists behind the intended destruction of our hero, doing evil’s handy work above 
and beyond the call of duty. The proliferation of this effective propaganda will eventually fail 
in the case of our protagonist and he will rise up against the coming storm fully aware that what 
does not kill you is bound to make you stronger. 
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Abstract: The article discusses the poems of Radu Gyr (March 2nd 1905 — April 29th 1975), 
underlining the specificity of his religious writing and the type of sensibility displayed in his lyric. The 
poetic space of the sacred image comes as confessor faith; the language is creating the subject of the 
speaker: the carver of the azure. 

Keywords: lyrical sense, spiritual meaning, what-it-shows, what-it-hides. 


This paper is focusing on Radu Gyr's poetry where the idea is related to the opportunity 
of the language, to opening itself inside. His lyrical shows that the language is one of the real 
ways to promote the speaker: the carver of the azure, so the duality has the possibility of 
penetration of the transcendence. We will prove that the lyrical speech relieved through the 
burden of the mimesis, builds the metaphor of the sacred by the force of the divine Logos, by 
the spiritual poetic metaphors: what-it-shows and what-it-hides. This constitutes the subject of 
the analysis that we follow. 

On the axis of the poetic building, can be said that the images become a complete range 
in a transparent position, of an intelligible interval understood before, which leads to an 
undeniable separation of the credibility, towards the model. As for the inspiration, the poetic 
thinking expresses the state of the poetry. 

In the light of the modern criticism, there is a temptation to analyze the style of the 
poetry, not the poetic language, meaning a wrong route. In foreground, must be brought 
forward, in our attention, as it regards the idea of the text, the shape of it. The creative space 
confirms the poetic visions through building the lyrical metaphors. Therefore, the poetry is 
framed, we can say, arbitrarily, in a denotative context and avoids the elaborate structure of the 
text, without complying certain poetic patterns, in the sense in that, in the coherence can be 
reduced its semantic substratum (The carver of the azure, 1938). 
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In the area of the faith, the poet, generally, does not have the privilege of a consolation, 
with all the intensity of an exceeded touched, he arrives, at most, to approximate the divinity 
by the power of verb, by the rhetoric of the discourse, passing from Deus Absconditus at the 
Logos Deus in the poem „Silence with stars”. As Tudor Arghezi, the poet, seems to be like one 
of those religious men, archaic, mythical people; the poet touched the heaven through the 
Angels flight or the firefly; the poet-prophet brings in his verse, rather, a reiteration of the 
biblical text (Psalm 102), but not the asceticism, not the way of contemplation („And why, in 
the soul, a good night / pain wouldn't start the pain on the road”). Under the sign of the inner 
tension, by the ecstatic approach of the divinity, the poet oscillates between extremes, such as 
Baudelaire. The hypostasis of the purification of the human aspects subjugates the human being 
at a slow purification, to „bum”, fascinates mysteries, the only possibility of remaining in God 
(„When the eternity is flowing with a heaven and with a graves”). 

In the same way, the primordial logos, is „burning” searing, in the inner, in a crisis of 
the object to the subject, („your burning forever,,). The sacred appears by evoking the woman 
in a dual hypostasis („an equal speech”). In the poetry domain, the artist bums out the offering 
innermost, an overlapping of the self-sacrifice, of the beloved woman. The perfection is 
achieved only in the same destiny; the mask of the silence can be abolished. The re-bringing 
of the status of the word, to an awake status or to life, defeats the night of the sacred time and 
limits the appointment. In the lyrical speech, the Word Revealed (John 1) means that ritualistic 
burning, where the existential mystery is understood. 

The feature of the evolution of the way of speaking equals the divine, the utterances 
can fully verify the origin of the existential of the human („And that’s why, now, and St. 
Startles/ the old crucifix and how much the horizon”). Relevant is, therefore, an absolute sense 
of the nostalgia, which is structured in illo-tempore; the time of the sacred revelation, the 
disorder, „in deep worlds”. It is not, here a description of the status diffuses the religious 
feelings and emotions, but by shaping the religious idea of the Christian truth, in aesthetic 
forms, or lyrics suggesting the dialogue with God and this discourse that the natural order in 
the religious sphere, reborned in the Christian sphere. We can refer here to Dumitru Staniloae's 
words, in one of his studies, which emphasizes the idea that the Logos represents the world 
confidence in the divine reason, moreover, it admits the orthodox doctrine, as we shall see, in 
the principle of universal validity the theandric way: „extremely skeptical of the possibilities 
created by the nature” (Dumitru Staniloae, The theandric Mode , 1940, p.290). 


1030 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


The appeals of the poet, regarding the reflection of the word in his poems, in the elk 
demiurgically titanic and he possesses the „Word”, he prefers the silence of the heaven, a 
reflection which we find in the Psalm of David (138). The Word, sealed by the silence, is 
thrown in a space of the beginning and of the end, one sacred, Alfa and the Omega. The game 
is not always the expression of the sense of the poetic pure reality. What seems a 
communication failure, reversible in silence, in the silence first; the regret as pain, too, makes 
belong, moreover, in a mystical silence. In the poem, the lyrics bring the prayer of the silence, 
of the soul, and the prayer by tears; the inner cry represents the lack of the absolute; the 
weeping, as a metaphor of damnation of the artist; a dramatic end, the human being uprooted 
by the human condition („Will they perish: the hermit / the Icons / and the wooden hermitage 

The metaphor will find its functionality in the mystery of the night, in the „delight” of 
the „circle” in the night (Song of Songs, 4). The road to the transcendence means both light and 
dark, sacred and profane. The Divine appears in the depiction of an icon loving an element of 
the sacredness that it becomes the lifeless presence in a dim light, a non - color (“painted 
regret”). By the force of the poetic language, identified in the modeling of the Logos, an 
obsession of the artist, the balance is achieved between the human being and the Universe. 

There is a symbolic equivalence between the human soul and the spiritual, which „fight 
for Faith, (and) becomes either Argument or God.” (Hermes Mercurius Trismegistul, Divine 
Poimandres, 2006) The word understood as twilight can be identified in Gyr's lyrics. The poet 
gives an atmosphere justified Symbolist; the Light becomes the materialization of the word, 
outpour over dream. The Word re-born through the power of thought, while the dream, the 
symbol of the flight („.for walks angels make a chariot/ car peasant and simple beats/ with big 
stars and drawbar and wheels...”), and the product of the subconscious, represent the possibility 
that exits beyond, the repression of the fear. In terms of the lyrical expression, it can be noted 
that the presence, at a time, over one word or one phrase, is intended to convert the entire set 
of natural creation in the sacred revelation. 

We find the clear description of the ascending conduct, characterized by a transparent 
and suggestive musicality of the aesthetic verse, where is reflected the religious sphere. In the 
typology of reasons, that describe the theme of destiny, the poetry fits into an arghezian pattern, 
where lyrical ego recognizes its inferiority before the forces of nature (Genesis 22). We find 
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the exuberance amorphous, the iconoclast, a relevant attitude by listening, an attitude by 
resignation, by complying in front of the fate. 

It is understood that the dream situated between sacred and profane, is generating latent 
aspects of the psychic, the only way of immanent transcendence. The Force of the imagination 
brings the words laden through the emotion to the parameters of a Paradise. Apparently, it 
happens, „an approximation”, a „painting” of the shadows and the lights shown by an image, 
and the image is in black and white, suggesting similarity and not „reality” itself. Basically, 
this antinomy is the image of the “self’, the image given by the deep intuitive, unapparent of 
the light, the linking of the invisible to visible, giving to the word itself the light necessary to 
brighten, enhancing the expressiveness twice: word-image. 

At one time, the word Logos is modeled in a „dialectic of silence and word” (Augustin 
Doinas, Romanian poets, 1999). The poet reflects about his poem and this betrays customary 
beyond; fascinated with the power that generated an anthropological and cosmogenesis, 
developed in a complementary relationship; in an intangible beyond customary, as a round 
fructification and painful and so fascinating is the modeling function of the Logos; in order to 
model the shape of the word, the role of the poet becomes complete, in a the position of giving 
the human being a dynamic inner burning, in love - famine sacred. The human being is not 
separate, cannot dispense of the Word, so it must accept the shape of the poetic, as an 
expression of damnation (Hephaistos). 

The poetic discourse recovers to identify that mystery bom from the passionate desire 
and spiritual aspiration („Of the sky breaks - harps - flying winged holy”). It is a self-delusion 
which does not replace a real annihilation. What does it finally bring into light? The shade 
and, even more, the very transition from one to another is the immersion in the areas of the 
mystery, of the surprise, of the temptation, the sacred into the profane. The state of internal 
combustion (Isaiah 50), brings doubts; the impossibility of the certainty is related to the search 
of a pure expression that motivated the poet's intellectual capacity. The exploratory 
consciousness of his possibilities to create, is the poetry state that it is given by desire to 
understand the immanent (Ioana Cistelecan, Poetry Anthology prison, 2006, p. 23) 

We identified, finally, the inherent fall of the human („falls quiet”), followed by a 
suffering of the spirit in his dual nature, namely a fall inside him. Sometimes, in the poetic 
discourse, more suggestive, the metaphysical Logos defines the idea of deity in the depiction 
of the woman loved as an icon. The element of the sacredness is discovering the substance of 
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the miracle, precisely this love of life, an icon beloved, an absent present - „I am who I am”. 
This is a reporting of the lyrical, to what-is-manifested in sight and what-is-hidden in sight. 
The feeling is unfulfilled; the voltage of the despair can be overcome by what occurs in a poem: 
the road to the sacred in a setting of inertia, of nothingness, with influences to Bacovia. 

We conclude that „every word has its image as a double of light”, it is confirmed by a 
word-picture, „sees himself and he will show through”. The word given by the contents of the 
poem can be sought by his light, as a spreading by light. The metamorphosis of the sacred 
brings the image in the biblical parables, or gives faithfully expressive power in a lyric. 

What will give light and color the obscure life, „painted in regret”? That is the question. 
We think that the poetic discourse is the leader of the responsibility by creating new meanings 
in the innermost point of universe, the human soul; this represents an alchemy that transforms 
all. This could be one of the answers. 
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Abstract: The works ofHaruki Murakami and Witold Gombrowicz depict that cultural and civilizational 
clash between tradition and progress, which persists until today. It is an encounter between an 
inveterated manner of understanding the world and the globalizing pop culture of the postmodern era. 
The new world presented in Murakami’s novels is as schizoid as its author, characters such as Kafka 
Tamura and Nakatafind themselves lost in a new reality, just like the fictional Gombrowicz from Trans¬ 
atlantic faces the „ double alienation ” of the immigrant. Therefore, this research paper aims to analyze 
the similarities between the existential condition of these characters, faced with the choice between 
tradition and (post)modernity - as an Oedipian conflict. 

Keywords: Haruki Murakami, Witold Gombrowicz, globalization, tradition, alienation 


Conflictul intre general i, chiar vazut la nivel general social, poate fi apropiat de 
complexul oedipian propus de Freud. Simplificand modelul psihanalistului vienez e vorba, de 
fapt, de o exarcerbare a compctipei cu propria ascendenta, de la nivel familial (cel analizat 
efectiv de Freud), la nivel etnic sau national, sau finalmente la nivelul global al gcnerapilor 
culturale. Modernitatea §i trad ilia nu se pot impaca tocmai pentru ca nu reu§esc sa ocupe acela§i 
spa(iu cultural. Literatura propune numeroase abordari in acest sens, iar Kafka, poate si pentru 
ca se afla in acclasi areal cultural cu Freud, poate fi un prim §i important exemplu. Aici vom 
transfera „mitul Kafka” catre un autor din cu totul alta zona geografica, tocmai pentru a dovedi 
globalitatea presupunerii. Apoi vom reveni in spa(iul central european, dar cu un roman despre 
exilul in cealalta parte a globului, catre America de Sud. In ambele exemple conflictul 
generational (de tip cultural), bineintclcs sublimat in literatura, poate deschide o variants 
interpretative, combinatorie intre: critica literarS psihanaliticS, deja atat de frecventatS, si o 
criticS provenitS din studiile culturale (implicand componente socio-istorico-culturale), ce 
devine din ce in ce mai la mods. 

Lumile noi se construiesc intotdeauna pe ramasi(clc celor destrSmate, sau pe cale de a 
se destrSma. Iar, la fel de sigur, se construiesc in momentele de intalnire a opozi(iilor. Vechiul 
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ramane in forma imateriala, fluent, dar ascuns, continut mental al noului. Dupa dezastrul celui 
de Al Doilea Razboi Mondial, Japonia este obligata sa-si translateze valorile si traditia in noua 
lume globalizata postbelica pe cale de a se construi. Chiar daca modemizarea tehnologica 
avusese deja loc in arhipelagul nipon cu jumatate de secol inainte, structurile culturale si 
spirituale nu fusesera afectate valid, exemplul cel mai la indemana (iind shintoismul, prezent 
atat in organizarea mentala a majoritapi populapci, dar mai ales sub forma de religie de stat. 
Intregul comportament al imperiului nipon in conflagratia de la mijlocul secolului trecut se 
nutrestc din matricea culturii si cultului shinto. Politic si statal, aceasta se destrama in urma 
infrangerii, dar la nivelul individului lucrurile nu se schimba atat de abrupt. 

Nascut tocmai in primii ani de dupa razboi, Haruki Murakami ar fi trebuit sa fie un 
japonez „nou”, lipsit de traumele §i co§marurile inerente. §i totusi, proza sa noteaza tocmai 
acest clash cultural §i civiliza(ional ce pare a nu se fi stins nici pana azi. Este aici ciocnirea 
dintre un mod de a intelcge lumea de tip traditional, ar spune teoreticienii rcducponisti, §i pop- 
culture -ul globalizant al anilor post-modemi. Murakami este schizoid atat biografic cat §i 
artistic, trecand in personajele sale propria-i dedublare. Provenit din parinti profesori de 
literatura clasica japoneza, imbraljscaza cu mai mare placere literatura, dar si muzica, 
occidentals (components permanents a narafiunilor sale, dar §i a vicfii sale, in tinereje fiind 
proprietarul unui club de jazz). Lumea noua in care traicstc, atat scriitorul, cat §i „povcstilc” 
sale, este o lume la randul ei schizoida, suferinda de o „boala de sange” precum un personaj 
simbol, hemofilicul incert sexual Oshima, din romanul Kafka pe malul marii 1 . 

John Updike leaga tocmai de permanent shintoismului (cu animismul sau proliferant) 
in societatea noua (ce de-spiritualizeaza), schisma identitara a personajelor aflate la frontiera: 
„In Murakami’s vision of our materialist, garishly illuminated age, however, the boundary 
between inner and outer darkness is traversed by grotesque figments borrowed from the world 
of commercial imagery: Johnnie Walker, with boots and top hat, manifests himself to the cat- 
loving simpleton Nakata as a mass murderer of stray felines, jocularly cutting open their furry 
abdomens and popping their still-beating hearts into his mouth, and Colonel Sanders, in his 
white suit and string tie, appears to Nakata’s companion, Hoshino, as a fast-talking pimp” 2 . 
Dar grotescul inscrtiilor occidentale peste matricea tradi(ionala cvidentiatc de acest tip de 


1 Haruki Murakami, Kafka pe malul marii, traducere fi note de Iulia Oprina, Editura Polirom, Iafi, 2006. 

2 John Updike, „Subconscious Tunnels, Haruki Murakami’s dreamlike new novel”, in The New Yorker , 2005, 
disponibil online la http://www.newvorker.com/magazine/2005/01/24/subconscious-tunnel , accesat ultima data 


la 16.02.2015. 
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personaje, mai degraba concept chiar in interiorul narapunii, este contrabalansat de o 
sensibilitate exacerbata a altora, personaje „reale” ale prozei, a caror letargie §i nostalgic este 
preponderent inexplicabila, dar definitorie. Shintoismul, prin absen^a unui zeu ce sa 
intruchipeze divinul, dar raspandind „spirit” peste materialitate pana la cel mai nesemnificativ 
nivel, se poate transforma u§or intr-o „religie a materialului”, aplicabila facil inclusiv unor 
„concepte” ale culturii pop precum Johnny Walker sau Colonel Sanders (translatare in personaj 
a intemeietorului KFC). 

Am ales acest roman, Kafka pe malul marii, pentru ca este, poate, cel mai explicit 
exemplu pentru tema transferului cultural produs in Japonia postbelica. Dar si pentru felul 
tragi-comic, grotesc, in care este acest transfer vazut. in cscnpi, iata imaginea clash -ului 
cultural in scriitura lui Murakami: Asculta, Hoshino. Dumnezeu exista doar in mintea 

oamenilor. Mai ales in Japonia, de bine, de rau, Dumnezeu este foarte versatil. Ca dovada, cand 
generalul Douglas MacArthur, comandantul fortclor americane de ocupapc, i-a spus 
imparatului «de acum incolo sa nu mai fii Dumnezeu», acesta i-a raspuns «am injeles, sunt un 
om normal» §i din 1946 a incetat sa mai fie divin. Asta e Dumnezeul Japoniei - poate fi ajustat, 
potrivit. A fost de ajuns ca un soldat american cu ochelari de soare §i o pipa ieftina in coltul 
gurii sa dea ordin si si-a schimbat fiinja. Intr-atat este de ultra-postmodern. Daca crezi ca exista, 
exista. Daca crezi ca nu exista, nu exista. A§a ca nu e cazul sa-^i faci probleme” 3 . 

Precum acest „Dumnezeu” maleabil sunt §i credinciosii sai in „a caror minte se afla”. 
Se pot transforma la exterior in concordanta cu noul social, dar pastreaza mental mostcnirca 
traditici. De aici schizofrenia personajelor din roman. 

Dar sa incepem descendent sa descoperim cum functioneaza la nivelul naratiunii 
aceasta ruptura. Structura cartii este bipolara din start. Capitolele impare descriu „odiseea” 
tanarului Kafka Tamura, un adolescent cu un comportament §i o alura tipica pentru vremurile 
sale postmoderne. Acesta fuge de tatal sau, un celebru §i bogat pictor, in cautarea mamei §i 
surorii sale, model oedipian de calatorie. Capitolele pare, din contra, prezinta un alt personaj, 
Nakata, un batran ce fusese surprins de un bombardament american in timpul razboiului, pe 
cand era elev in clasele primare ie§it la cules de ciuperci (!), traind o experienja mai degraba 
suprarealista impreuna cu colegii sai. Spre deosebire de accstia insa, top cuprinsi de o stranie 
transa morfica, el nu se treze§te decat foarte tarziu, cu un handicap mental evident. Pierde 


3 Haruki Murakami, Op. cit ., p. 333. 
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normalitatea rationale, dar ca§tiga, in schimb, abilitaji neobi§nuite, printre acestea capacitatea 
de a comunica, verbal, cu... pisicile, gasireapisicilor pierdute devenindu-i meserie la momentul 
narapunii. 

Cele doua personaje pot fi vazute ca poli ai unuia singur poate, precum rctclc de posibile 
identitaji intre alte personaje ale celor doua, aparent diverse naratiuni, constituie puzzle- ul, 
ghicitoarea propusa de autor. Nu se va lamuri pe parcursul romanului niciuna dintre supozipi, 
tocmai deschiderea spre interpretare multipla fiind scopul declarat al carpi. 

Dar fiecare dintre cele doua „calatorii” propune in interiorul ei noi polaritap, pe o 
structure fractalica. Pe alt plan, realul §i imaginarul, sau, mai potrivit, poate, verosimilul §i 
neverosimilul, se compun in fiecare celula narativa (a fost alaturat termenul de realism magic 
prozei lui Murakami, dar, alaturi de Salman Rushdie, credem mai degraba aplicabila eticheta 
doar autorilor sud-americani de unde provine). Pe scurt, polaritapile pot fi regasite disipate 
pretutindeni ca dublete: realitate-vis, raponal-iraponal, consticnt-subcon^ticnt, verosimil- 
neverosimil, vechi-nou, tradipe-actualitate, Japonia-America, Orient-Occident. Dar niciodata 
acestea nu sunt separate, nu sunt alaturate strict §i dihotomic unui personaj sau chiar unui episod 
narativ, din contra, co-exista, dand astfel balans fiecarui individ. Pentru ca, finalmente, 
„povestea” autorului nipon este despre dihotomiile individului, paradoxala sa rupture in 
identitate. 

Astfel, „malul”, tarmul este un „liman” intre cele doua lumi, cea care a fost §i cea care 
se construicstc. Iar Kafka, alaturat automat transformarii, metamorfozei, imprumuta numele 
sau unui personaj dar argumenteaza omniprezenja unei stari de stupoare a celui ce se rcgascstc 
pierdut, schimbat, strain intr-o realitate noua, precum textual se incheie romanul: ,,-Mai bine te 
culci, spune tanarul numit Corbul 4 . Cand o sa te trczcsti, vei face parte dintr-o lume noua.” 5 

Strain oarecum se simte si Haruki Murakami in literatura japoneza; autor autohton, dar 
atat de „transformaf ’ de influenza literaturii occidentale. ,,1’m an outcast of the Japanese literary 
world”, declara intr-un interviu din 2014 6 . Un „alienat” ce gase§te doar o cale de regasire, 
literaturizarea. 


4 Trimitere la scmni llcatia aproximativa in ceha a numelui Kafka. 

5 Haruki Murakami, Op. cit.. p .534. 

6 Steven Poole, „A life in...”, interviu cu Haruki Murakami, The Guardian, 13 sept. 2014, disponibil online pe 
http://www.theguardian.com/books/2014/sep/13/haruki-murakami-interview-colorless-tsukur-tazaki-and-his- 

years-of-pilgrimage , accesat ultima data la 17.02.2015. 
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Situapa paradoxala in care se gase§te un scriitor nevoit a-si acomoda statutul de exilat, 
chiar daca de multe ori exilul este alegerea proprie, este un subiect abordat in literatura 
secolului al-XX-lea parca mai frecvent, dar si cu un impact la nivelul receptarii invidiat poate 
de multe alte tematici. Deja moda s-a instapanit, unghiurile de atac s-au multiplicat. Astazi un 
autor este, paradoxal, mai „acasa” in literatura daca atinge „tema exilului”. Tocmai pentru a 
ie§i pupn din aceasta „menajerie” de monstrulep pluricefali, ce rod la osul acesta literar 
declarandu-1 unanim delicios, dar, totu§i, neputandu-ne ex-ita cu totul, am ales un autor care 
pare a fi destul de diferit, declarand „meniul” dezgustator, razandu-si, poate amar, de exil, 
exilap si mai ales de cliscclc „traumei” provocate de acesta. E vorba de Witold Gombrowicz, 
iar in particular de romanul sau, publicat in 1953, Trans -Atlantic 7 . 

Ma intereseaza in acest demers cateva aspecte, controversate poate - precum este 
autorul, dar in special acest roman - ce pot fi decelate printr-o privire, cam subiectiva, dar 
asumata astfel: cvolupa, la nivelul mental al personajului omonim scriitorului polonez, in 
intalnirea si acceptarea statului sau de autoexilat, la fel de oedipian, dar §i felul in care, subteran 
firului narativ, se construie§te imaginea diasporei poloneze in relapc cu lara de sorginte. 
Totodata, vorn cauta reprezentarea unor culturi diferite (cea occidentals, respectiv cea poloneza 
- in extenso cea central-europeana) prin personaje-simbol si rclapa traditic - progres, incercand 
mai apoi o critica „de tip Gombrowicz” a globalizarii. 

Narapunca se deschide, cu iz autobiografic, prin prezentarea „acostarii” scriitorului 
polonez Gombrowicz (personajul) la bordul vasului „Chrobry” 8 - nume important in istoria 
Poloniei, introducand deja o trimitere catre tradipc ca element axial al personalitapi 
personajului - in portul Buenos Aires. Acesta va afla curand ca razboiul a inceput, Polonia 
fiind atacata de Germania. Hotarastc sa ramana in Argentina pana la clarilicarca situapci, 
dcfinindu-si astfel statutul de emigrant. „Povestirea” este resimpta ca obligatorie, textul 
devenind astfel, din start, un „jurnal” al exilului, construit iluzoriu ca argument catre 
„compatriop”: „SIMT NEVOIA SA POVESTESC Familiei, neamurilor si prietenilor mei 
inceputurile aventurilor mele in cei zece ani petrccup in capitala Argentinei” 9 . 


7 Witold Gombrowicz, Trans-Atlantic, traducere §i postfa(a de Ion Petrica, Editura Univers, Bucurefjti, 1999. 

8 Dagmara Hadyna, Internatinal Reader and Trans-Atlantyk by Witold Gombrowicz: „[...] Chrobry, the name of 

the ocean liner, a name which bears great emotional and historical associations for Poles. Boleslaw Chrobry was 
the first crowned king of their country, a symbol of tradition and greatness of 10th-century Poland. «Chrobry» is 
also a nickname meaning «bold»”, disponibil online la: 

http://www.academia.edu/4019305/International reader and Trans-atlantyk by Witold Gombrowicz, accesat 

ultima data la 3 iulie 2014. 

9 Witold Gombrowicz, Op. cit , p. 9. 
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Sa urmarim fazele percepfiei acestei instrainari. Incertitudinea poate fi numita prima 
stare a personajului in contact cu noua sa realitate. Cautarea unui sprijin, unui punct de ancorare 
in spa(iul cel nou il duce pe Gombrowicz in apropierea diasporei poloneze, bine reprezentata 
si in Buenos Aires, ca de altfel peste tot in lume: „[...] eu priveam totul ca printr-un telescop §i 
vazand pretutindeni cata Strainatate, Noutate si Taina [...], mi-am adus aminte de Prieteni si de 
Camarazii mei de acasa” 10 . Dar variantele pe care le primcstc sunt nesigure, incurca, mai mult 
decat descurca, situatia complicata a exilatului. Nimic nu este cert, nimeni nu-§i asuma 
raspunderea unui sfat. Textul ne ofera, printr-un joe de limbaj ce pare halucinant, tocmai 
sentimentul acesta al „omului pierdut”, prin discursul ce se vrea sfatuitor al prietenului 
Cieciszowski: „Nu sunt eu atat de nebun ca in Vremurile de Astazi sa cred sau sa nu cred. Dar 
daca tot ai ramas aici, du-te repede la Legatje, sau nu te duce, si inregistreaza-te, sau nu te 
inregistra, pentru ca daca te inregistrezi, sau nu te inregistrezi, la mari neplaceri te expui, sau 
nu te expui” * 11 . 

Pe langa o fraza frusta §i cu oximoronice volute, o alta tehnica narativa pentru a prezenta 
aceasta stare de incertitudine a individului la primele sale clipe in „Lumea noua” este si paralela 
continua, sugerata, cu situatia razboiului, la fel de incert in momentele sale inaugurale: „Ziarele 
anunfau cu voce stridenta izbucnirea razboiului, dar cine ce putea §ti, pentru ca unui spunea 
una, altul - alta, ca totul va trece fara dureri, ca nu va trece, ca se bat, ca nu se bat §i nimic; 
Cenu§iu, Surd, ca pe camp pe vreme de ploaie” 12 . Iar „ceafa” incertitudinii nu se va risipi pe 
intreaga desfasurarc a romanului, la fel precum paralela dintre „razboiul” individual al 
personajului Gombrowicz §i razboiul de peste ocean va fi o constants, cvidentiind, inca o data, 
atat cauzele exilului, cat §i esenja sa, aceea ca exilatul traie§te o viapi „paralela” cu „jara” de 
care este la distanta. 

O a doua faza a exilarii a§ numi-o sentimentul tradarii. Caci a te exila este, intr-un fel, 
a te dezlega de problemele „patriei”. in ciuda tonului de o ironie rece si chiar blasfemiatoare 
(ce deconstruie§te miturile exilatului-patriot) omniprezent in textul acesta, regasim cu u§urin(a, 
chiar daca oarecum aluziv, „viermele” autorepro§ului: „A§a ca imi zic: «Ma jur pe tot ce am 
ca nu ma amestec, pentru ca nu e treaba mea, iar daca lor le e dat sa moara, atunci sa moara», 
dar privirea mea s-a oprit asupra unui Vierme, care se catara pe un fir de iarba si vad ca acest 
Vierme, in acest loc §i timp, in aceasta clipa §i pe acest (arm, peste acest ocean, se cafara §i se 


10 Idem, Ibidem , p. 11. 

11 Idem, Ibidem , p. 15. 

12 Idem, Ibidem , p. 17. 
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ca^ara, se captra si se ca^ara, §i atunci m-a cuprins cel mai cumplit Zbucium” 13 . Tocmai de aici, 
din acest sentiment al tradarii patriei, se na§te si celalalt „razboi”, cel dintre respectarea 
traditici, adica a apartcnepu, si eliberarea de trecut, de spapu national si de modul de gandire 
patriotic. Dar asupra acestei teme vom reveni. 

Ascunderea-asimilarea ar putea fi denumita a treia faza a cvolupci exilatului. Dupa 
ce si-a asumat „tradarea” ca parte a statutului de emigrant, devenirea spre acela de imigrant 
presupune adoptarea unei ma§ti potrivite noului spapu de cxistcnta, chiar daca aceasta este 
falsa. Dar interesul obliga... : „A§a ca voi c...o§ilor face^i pe Viclenii, face^i pe De§teplii §i 
scormonip ca gainile dupa avantajele voastre. Eu, dupa Firea mea, am sa primesc tot ce dupa 
Firea voastra natanga si vicleana este zamislit, iar cand voi ma vcp hrani cu c... eu voi lua totul 
drept Paine §i Vin §i ma voi satura. [...] incaleca deci, incaleca pe calul pe care ii-1 dau §i vei 
ajunge departe!” 14 . Dar a deveni parte a cclorlalp nu este atat de usor, nu vine fara resentimente, 
a denumi „casa” locul exilului presupune o calatorie alaturi de „strain”, de cele mai multe ori 
ingrata fata de propria „fire”: „Ne urcam in cariola. Mergem cu cariola §i cu toate ca ne adresam 
cele mai alese complezenie §i onoruri, §tiind ca el §tie ca eu §tiu ca el §tie ca eu §tiu, §i c... c... 
c... ne dispre^uim profund; si asa in onoruri §i in c... ajungem in fa^a casei” 15 . 

Iar daca, la inceput, imigrantul se simte „diferitul” in noua sa „patrie”, prin asimilarea 
sa, „diferitul” devine tocmai vechea „patrie”, redefinindu-se. Fenomenul este intotdeauna 
valabil. §i tocmai de aici apare, poate, dubla „instrainare” a imigrantului... el ne mai facand 
parte din niciuna dintre „patrii”. Iar aceasta etapa am denumi-o: etapa riiqinii fata de 
conaponalii ram as i „acasa”. Departarea obiectivizeaza privirea §i permite o analiza critica 
asupra compatrioplor. Din pacate, uneori, aceasta critica poate deveni exacerbata si 
contorsionata tocmai de resentimentele acumulate prin emigrare. Putem observa acest aspect 
reflectat in episodul intalnirii lui Gombrowicz cu acel „Gran escritor, maestro ” sau „Rabinul”, 
personaj ce reprezinta §i el un scriitor, dar de aceasta data nu pe autorul Tran-Atlantic- ului, ci 
pe autohtonul Borges. Este aici o ironie la adresa acestuia, evidenta, dar, lotusi, §i o autoironie 
ce duce cu gandul la rusinea fa|,a de minoratul culturii poloneze. 

Printre randuri putem citi §i sentimentul rusinii fata de „vechea patrie” de care 
aminteam anterior, prezentat prin „inro§irea” lui Gombrowicz in ofensiva sa verbala contra 
„Rabinului”, dar si inroprca tuturor compatrioplor ce „[...] tocaic, gusta, de§i disprctuicsc 


13 Idem, Ibidem , p. 18. 

14 Idem, Ibidem , p. 39. 

15 Idem, Ibidem , p. 40. 
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Tocaitul, Gustatul... [...] A§a ca eu ma adresez alor No§tri, ca sa-i zic una buna si asa sa-1 muse, 
sa-i treaca pofta de a mai latra! Cand colo vad ca ai mei sunt rosii ca para focului, a§a ca, rosu 
ca sfecla, Consilierul, ro§u Pykac cu Baron, iar Cieciszowski, imbujorat pana in varful 
urechiilor, sta a§a! [...] Parca mi-ar fi dat cineva peste nas cu Ro§ea|a alor No§tri, care m-a 
inro§it §i pe mine, incat am devenit in fa|a oamenilor rosu ca intr-o Camasa rosic! La dracu’, 
la top dracii! [..] Asta e chinul meu ca parca as sta sub un gard ca un c...os, ro§u si descull, cu 
caciula in mana [...]. §i a§a, de teama ca din cauza c...o§ilor mei, care ma socotesc un c...os, 
voi ramane un c...os in fa^a celorlalp c...osi, si vrand sa-1 infund pe c...osul ala, am strigat: C... 
c... c...” 16 . 

Dar de ce acest ton vitriolant, de ce aceasta pan-improscare cu dejeefii? E suficicnpi 
ru§inea cu privire la propria l,ara, la compatriop, pentru un act agresiv de o asemenea ordinara 
imprecape? Poate ca raspunsul il putem gasi tot in text: „Eu nu voiam sa-i spun acestui om, 
Compatriotului meu, tot adevarul, si nici altor Compatriot si Oameni de-ai nostri, pentru ca 
probabil m-ar fi ars de viu din cauza lui” 17 . Care sa fie acest adevar imposibil de asumat? Pana 
la urma vom putea intui. E vorba, dupa parerea mea, de faptul ca aceasta intreaga constructic, 
ce descrie „traumele” individului exilat, e o mascarada. Totul c fake, e un panoptic de cliscc. 
lata, ne atcnponcaza textul, iata ce ar trebui sa simt! Dar, vai, nu simt nimic din toate astea. Nu 
sufar dupa |,ara mea, compatriopi imi sunt indiferenti, precum le sunt si eu lor, in fafa valorilor 
tradifiei „eu ingenunchiez, dar ingenunchiatul meu e tare gol” 18 . Stiu ce ar trebui sa simt, mi s- 
a spus, traditia m-a invafat, iata, chiar am prezentat pe rand etapele suferintei mele... de fatada! 
Dar din pacate „Teama mea era cumplita tocmai prin Neteama ei, ah, de ce la picioarele 
furioase ale Tatalui si in genunchi mei nu pot simp Mustrarea, Durerea, Frica, ci numai Paie, 
fan, Vrejuri, Vrejuri goale!” 19 . Cum se face ca „Eu mi-am pierdut Patria. Dar nimic, pustiu. 
[...] Aici ne amcnitRa moartea §i Dezonoarea! Dar tot nimic. Am mancat o pruna, dar m-a 
cuprins o Spaima §i mai mare: ca in loc sa ma inspaimant, eu mananc prune” 20 . 

Cam acesta este tonul cu privire la „tema exilului” la Witold Gombrowicz. Iar tonul 
provine tocmai din oedipiana raportare la traditic. Exista trauma, dar ea este doar aceea de nu 
te putea simp traumatizat. De aceea afirmam inipal caracterul controversat al acestui text. Este, 


16 Idem, Ibidem, p. 45. 

17 Idem, Ibidem, p. 12. 

18 Idem, Ibidem, p. 88. 

19 Idem, Ibidem, p. 106. 

20 Idem, Ibidem, p. 117. 
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pana la urma, o critica neinfranata a cliscclor atator abordari lacrimogene cu privire la exil si 
rclapa cu patria parasita. 

Tot din acest criticism dur pome§te §i imaginea diasporei poloneze din Buenos Aires. 
Ea este o reflectare in mic si la distant a tarii de provenien|a, are exact acelea§i defecte §i 
promoveaza intocmai cli§eele unei tradipi, ce chiar prin razboiul pierdut, ultimul dintr-o lunga 
istorie de infrangeri, se dovcdestc perdanta. Avem multimca de cuvinte pe care Witold 
Gombrowicz le inscrie cu majuscula. Toate reprezinta cuvinte cheie ale acestei organizari 
patriotarde a discursului traditionalist. Or, precum in bataie de joc personajul „ingenuncheaza” 
de fiecare data cand se intampla „ceva inaltator” §i patriotic, a§a termenii „majusculati” se 
„ridica in picioare” cand semnifica „ceva inaltator”, doar baloane de sapun ale onoarei de mult 
apuse. De fapt, devin tot atatea injuraturi la adresa „naiiunii”. Iar diaspora nu putea fi decat o 
buna reflectare a: corupiiei, baio§eniei, birocratiei, infumurarii, mercantilismului, elegantei 
kitsch, dar §i spaimelor, minoratului, grotescului existeniei, rupnilor de „acasa”. Pe de alta 
parte emigrantul in particular, iar dispora ca generalizare a sa, sunt tocmai instrumentul 
coruperii (precum personajul Gombrowicz este instrumentul corupatorului Gonzalo pentru a 
ajunge la fiul lui Tomasz) celor ce inca nu au facut pasul „integrarii”, al „trans-atlantizarii”. 

Avem aici doua personaje simbolizand doua lumi. Se poate identifica Gonzalo cu 
America, iar Tomasz cu Polonia, iar, la un nivel mai general, Gonzalo ar reprezenta civilizaiia 
vestica, iar celalalt cea est-central-europeana. Multimiliardarul homosexual, poseda o intreaga 
menajerie de obiecte si fiinte, imprumutate de prin alte zari, este admirator de arta, pe care o 
cumpara tocmai de peste Atlantic, tot ce trece prin mana lui se icftincstc, devine utilitar. 
„Poftele” §i le satiface cumparand, este un imitator kitsch, dar este cel in fata caruia, mai ales 
a puterii si averii sale, se inchina tofi ceilalfi, inclusiv ,„mai marii” diasporei. El este exponentul 
progresului cu orice pret, el este, in opozitie cu Tomasz - patriotul, creatorul termenului de 
„filiatriei”, adica patria Fiului, puterea Fiului, chiar patricidul Fiului. Trimiterile sunt evidente 
catre modernitatea ce proclamase moartea „Tatalui” §i preluarea puterii de catre Fiul 
„dionisiac”, flu al „placerii”, de ce nu, „contra naturii”. Cel putin asta este imaginea sa in 
mentalul traditional al parintelui-„maior polonez”. Avem deci, pe niveluri de generalizare, 
opozitii clare: American vs. Polonez; Occidental vs Est-european; Modem vs. Traditional, 
toate luate in discutie de Witold Gombrowicz pe fundalul naratiunii sale despre exil. 

Mergand mai departe, homosexualul Gonzalo, posesor de animale cu incruci§ari 
grotcsti de specii si regnuri, iubitor de arta si de baieti de diferite culori, compatorul §i 
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uniformizatorul prin definite, reprezinta, oarecum, si spiritul globalizator al epocii actuale, 
unde totul e amalgamat, de la obiecte pana la culturi, unde inventatorul globalizarii, Occidentul 
(mai ales american), „ataca pe la spate” spiritul nationalist inca existent, insa doar prin fanto§ele 
sale, prin discursurile sale, prin „gol-ul” sau... Probabil ca acest cuvant, „gol” (§i derivatele 
sale), este cel mai prezent in romanul Trans-Atlantic. Sa insemne aceasta ca W. Gombrowicz 
dorcstc sa incheie socotelile cu traditia si sa adopte calea lui Gonzalo (§i nu fac referire la 
asemanari bigrafice aici!), cea a progresului cu orice pre(? Am putea crede asta luand in 
considerare tonul sau blasfemiator cu privire la traditic. Dar finalul romanului nu eviden(iaza 
chiar aceasta concluzie. Pare ca, pe undeva, nici victoria fiului (corupt cu succes de strategia 
„pocpac-ului”, foarte potrivita metafora a imitafiei, ce este, pana la urma, arma principals prin 
care globalizarea i§i castiga adept) i) nu este certS, sau, in orice caz, dezirabilS pentru autor. Mai 
bine sa cadS totul intr-un ras grotesc. 

A alege intre traditic §i modernitate, pentru W. Gombrowicz, se prea poate sa fie de-a 
dreptul hilar, inutil cu siguran(S. Pentru ca alegerea este deja fScutS, e din oficiu, cine nu 
urmeazS e exilat, iar grav este ca adevSratul exil de astSzi este tocmai acela de a nu mai avea 
unde sa fi exilat. Poate ca exilul, din acest tip de lume, ar fi o binecuvantare, dar nu mai e unde! 
Cum sa nu te „bufneascS rasul”, vorba lui Gombrowicz! 

Rasul sarcastic, pentru „fiul” corupt de modernitate, la Gombrowicz, melancolia unei 
adolescence rnereu in imposibiliatea de a cucerii cu adevSrat prezentul, la Murakami: douS 
atitudini fa|a de criza oedipiana in afirmarea „suprcmatiei” noului. Sunt doua atitudini ce 
provin din doua culturi complet diferite, ce dau seama de modalitatea diversa a celor doua de 
abordare a crizei, dar, la fel de pregnanta, este similitudinea problemelor de adaptare la lume. 
Pana la urma este vorba de imposibilitatea alegerii, actuala acum, intre indentitate (fie ea 
individuals sau de grup) si imersiunea in indiferen(a globalizarii. 
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Abstract: After the Second World War and after the collapse of communism in Eastern Europe, Western 
countries were confron ted with several migration waves. One of the states constantly dealing with this 
process is Austria, which tried to introduce different policies in order to integrate these immigrant 
populations. It can be said that the cultural field prevailed in this attempt, because the literary award 
“schreiben zwischen den kulturen ” or the project “Polizisten treffen Migranten “ were established for 
writers with a migrant background. This research paper analyses these authors’position concerning 
the complex of “in-betweenness ”, focusing on Vladimir Vertlib’s works, such as Abschiebung and 
Zwischenstationen, where the author depicts both Jewishness and migration as a part of his character’s 
identity. 1 

Keywords: schreiben zwischen den kulturen, in-betweenness, migrant literature, literature of 
migration, Vladimir Vertlib 


Nach dem Zweiten Weltkrieg sind die europaischen Staaten gezwungen, ihre 
nationalen Gebieten neu zu konfigurieren und zu erkennen, dass die Grenzen nur eine relative 
Geometrie haben. Weil eine wichtige demografische Variable ist, kann die Migration flxissige 
Grenzen und plurale Identitaten bewirken. Wie Jurgen Habermas behauptet, „«Fluss und 
Grenze» ist das suggestive Bild fur die neue Konstellation der Grenziiberschreitungen” 2 . 
Dieses Bild entspricht einer transgressiven Vision, die die Identitat als unvollendet, 
schwankend sieht, die die Abgrenzungen lost. Diese Deterritorialisierung der Grenze und der 
Identitat spielt eine wichtige Rolle vor allem im mitteleuropaischen Raum. 


1 This work was cofinanced from the European Social Fund through Sectoral Operational Programme Human 
Resources Development 2007-2013, project number POSDRU/187/1.5/S/155559, Competitive Multidisciplinary 
Doctoral Research in Europe. 

2 Jurgen Habermas, Die postnationale Konstellation. Politische Essays, Frankfurt am Main, Suhrkamp Verlag, 
1998, S. 7. 
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Tm Falle Osterreichs fiihren die historischen Ereignisse, aber auch die zentrale 
Position 3 , zu einer neuen Struktur der Bevolkerung 4 . In der zweiten Halfte des 20. Jahrhunderts 
wird Osterreich ein Gaststaat fiir Fluchtlinge aus den ehemaligen kommunistischen Staaten 
oder fur wirtschaftliche Migranten (derselbe Rainer Munz identifiziert vier Wellen der 
Migration im Zeitraum 1945 bis 2010 5 ). In der Nachkriegszeit, vor allem in den 1960en Jahren, 
steigert die Nummer der auslandischen Bevolkerung, aber auch die Vielfalt der 
Provenienzstaaten (von 15 000 Migranten in den 70er Jahren bis 230 000): „Von den 
Einwanderungen aus dem 19. Jahrhundert unterscheidet sich diejenige der zweiten Halfte des 
20. Jahrhunderts zusatzlich durch die breite Vielfalt der Kulturen und Sprachen, die in engste 
Beriihrung mit der deutschen Sprache kamen” 6 . Osterreich hat aber eine lange Geschichte der 
Multikulturalitat und versuchte, die neuen Bevolkerungen besser zu integrieren. Auch heute 
kann man sagen, dass 20 % der Bevolkerung auch auslandische Herkunft hat. Ein negativer 
Aspekt dieser Zustrom von Auslandern ist der Anstieg der Kriminalitat, aber die Behorden 
haben versucht, eine Losung zu finden. 

Ein Beispiel dafiir ware das Projekt „Polizisten treffen Migranten“, das vom 
Internationalen Zentrum fur Kulturen und Sprachen (IZKS) koordiniert wurde. Texte von 
Autoren mit Migrationshintergrund wie Alma Hadzibeganovic, Dimitre Dinev, Erich Hackl, 
Heinz Janisch, Vladimir Vertlib, Renate Welsh-Rabady, Christa Zettel wurden in der 
Anthologie Tandem. Polizisten treffen Migranten. Literarische Protokolle gesammelt, die vom 
Mandelbaum Verlag publiziert wurde. Die Beschreibung der Anthologie lautet 


3 Vgl. Rainer Mirnz, Austria and its Migrants, in Bischof, Gunter, Plasser, Fritz, Pelinka, Anton, Smith, Alexander 
(Eds.), Global Austria. Austria’s Place in Europe and the World , Contemporary Austrian Studies, Volume 20, 
New Orleans, University of New Orleans Press, 2011, S. 184-199, hier S. 186: „Due to its geographic location 
and its status as a neutral country, Austria long served as a major transit and receiving country for refugees from 
Central and Eastern Europe”. 

4 Ebd. S. 185: „Since 1945, modern Austria has experienced several types and waves of migratino that have 
changed the size and composition of its population. During the postwar period (1945-49) more than 350,000 ethnic 
German expellees from Czechoslovakia, Hungary, and Yugoslavia found a new home in Austria. Another 100,000 
displaced persons and refugees found—at least temporarily—refuge in this country”. 

5 Ebd., S. 186: „The first wave was the result of displacement, mass expulsion, and refugee flows linked to the 
new geopolitical order established in 1945. All this led to a large number of people coming to reestablished Austria 
or transiting through this country during the period 1945-48. The second wave started with the recruitment of 
supposedly temporary labor (so-called “guest workers”), which took place between 1961 and 1973. [...] The third 
wave (1988-93) was closely related to the fall of the Iron Curtain, the end of travel restrictions for citizens of 
former communist countries, and the beginning of inter-ethnic tensions, civil wars, and ethnic cleansing in the 
Balkans and the Caucasus. [...] The fourth wave started in 1999-2000 and was neither linked to proactive 
recruitment nor to any crisis or geopolitical change in the vicinity. This new immigration is linked to the 
emergence of an EU-wide migratory space leading to more intra-European mobility of students, labor, and skills”. 

6 Carmine Chiellino, Natalia Shchyhlevska, Vorwort , in Chiellino, Carmine / Shchyhlevska, Natalia (Hg.), 
Bewegte Sprache. Vom >Gastarbeiterdeutsch< zum interkulturellen Schreiben, Dresden, w. e. b. Universitatsverlag 
& Buchhandel Thelem, 2014, S. 7-13, hier S. 7. 
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folgendermafien: „Bei diesem Projekt begegnen Polizisten zugewanderten Menschen, um sich 
gemeinsam in verschiedenen Aktivitaten iiber Identitat, Kulturunterschiede, Vorurteile, 
Rassismus auszutauschen. Die entstandenen literarischen Texte sind hochst unterschiedlich 
und zeigen doch ein eindrucksvolles Bild, das sowohl die sozialen und politischen Probleme 
abbildet, als auch ein zukunftweisendes Modell fiir einen schwierigen Dialog aufzeigt“ 7 . Dieses 
Projekt nimmt aus einem ganzen Lehrgang („Polizeiliches Handeln in einer multikulturellen 
Gesellschaft“) teil, der seit 1999 gefiihrt wird. Die Teilnehmerlnnen aus verschiedenen 
Bereichen der Polizei besuchen Seminare iiber interkulturelle Kommunikation u. a. und jedes 
Mitglied bekommt einen zugewanderten Tandem-Partner, mit dem er verschiedene Aktivitaten 
hat. Die Ergebnisse dieser Interaktionen und multikulturellen Erfahrungen wurden als 
„literarische Protokolle” genannt und die Ziele des Projekts sind nicht nur pragmatisch: 
„Auseinandersetzung mit anderen Kulturen und Sensibilisierung fiir unterschiedliche 
Kommunikationsformen im interkulturellen Kontext und im Kontakt zwischen Polizei und 
Bevolkerung; Vermittlung von Wissen und Fakten, die Situation von Migrantinnen und 
Migranten in Osterreich betreffend“ 8 . 

Daher wird die Multikulturalitat nicht mehr als eine Bedrohung betrachtet, sondern 
gefordert, und in dieser Hinsicht gibt es sehr viele Anstrengungen. In diesem Kontext wird 
auch die Literatur als Kampf gegen die Entropie verstanden, um die Erfahrungen der 
Migrantinnen bekannt zu machen. Die Werke der Schriftsteller mit Migrationshintergrund sind 
nicht nur einfache Reportage, sondem wollen auch den literarischen Kanon zu destabilisieren. 
Obwohl diese Texte am Anfang marginalisiert wurden (weil sie nicht Teil der osterreichischen 
Literatur betrachtet wurden), und die Biografie ein Ausloser des Interesses fur solche 
Schriftsteller war, werden in den letzten Jahren die asthetischen Werte der Werke in der 
Offentlichkeit gebracht. Viele „neuen Stimme“ Osterreichs wurden vom edition exil 
veroffentlicht, auch mithilfe der exil-literaturpreise „schreiben zwischen den kulturen“, der seit 
1997 vergeben wird. Die offizielle Seite des Projekts erlautert: „die exil-literaturpreise 
«schreiben zwischen den kulturen» sollen autorlnnen, die nach osterreich zugewandert sind 
ermutigen, sich mit ihrer lebenssituation literarisch auseinander zu setzen. ziel des projektes ist 
es, neue literarische talente in osterreich zu entdecken und zu fordem. autorlnnen, die auf grund 


7 Online in Internet: URL: http://www.mandelbaum.de/books/764/6945 . zuletzt aufgerufen am 29.11.2015. 

8 Vgl. Susanna Gratzl-Ploteny, Das Interkultur-TANDEM ® im Lehrgang 'Polizeiliches Handeln in einer 
multikulturellen Gesellschaft', Online in Internet: URL: http://www.tandemcity.info/formacion/de34 itt7- 
interkultur.htm , zuletzt aufgerufen am 12.10.2015. 
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ihres neuen, oft unverstellten blickes auf die deutsche sprache imstande sind, dieser neue 
impulse zu geben. ihre arbeiten wollen wir in der edition exil der offentlichkeit zuganglich 
machen. ihre literarische auseinandersetzung mit den themen fremdsein, anderssein, 
integration, identitat wollen wir zum thema machen” 9 (zu bemerken ist, dass auch die 
Kleinschreibung den Auf stand gegen eine kanonische Literatur markiert). 

Der Literaturwettbewerb entdeckte Schriftsteller wie Julya Rabinowich, Dimitre Dinev, 
genauso wie der Adelbert-von-Chamisso-Preis andere Autoren gefordert (z. B. Emine Sevgi 
Ozdamar, Wladimir Kaminer, Ilija Trojanow, Feridun Zaimoglu usw.)- Ausgezeichnet werden 
Beitrage zur deutschsprachigen Gegenwartsliteratur von Autoren, die aus einer anderen 
Muttersprache kommen und in deutscher Sprache schreiben, aber auch Aspekte interkultureller 
Existenz gestalten. Die Projektleiterin des exil-literaturpreises, Christa Stippinger, beschreibt 
die Vorteile dieser Autoren: „Sie haben viel erlebt, sie verfugen oft liber eine «aufregende» 
(oder uns aufregend erscheinende) Biografie, d.h. fiber Staff, fiber den sie schreiben konnen 
oder schreiben miissen” 10 . 

Die Biografie der Migrantlnnen stellt aber eine Grenziiberschreitung dar, und 
interessant ist, wie die Schriftsteller die verflochtene Identitat betrachten: Wollen die Autoren 
noch dazwischensein, oder verstehen sie sich lieber als osterreichische / deutsche / 
deutschsprachige Schriftsteller? Wenn manche Autoren die Bezeichnung Migrationsliteratur 
als marginalisierend betrachtet (wie z. B. Julya Rabinowich, die gegen diese stereotypische 
Schubladisierung reagiert * 11 , oder Seher Cakir, die fur die Abschaffung dieses Wortes ist 12 ), 
beschreibt Vladimir Vertlib sein ganzes Leben als eine Reihe von Zwischenstationen: „Meine 


9 Vgl. http://www.zentrumexil.at/index.php?id=4, zuletzt aufgerufen am 12.10.2015. 

10 Christa Stippinger, Das Schreiben der „Expatriatrii ”. Zur Literatur von Autorlnnen mitMigrationshintergrund 
in Osterreich. Am Beispiel der exil-literaturpreise „schreiben zwischen den kulturen”, in Biirger-Koftis, 
Michaela, Eine Sprache - viele Horizonte... Die Osterweiterung der deutschsprachigen Literatur. Portdts einer 
neuen europaischen Generation , Wien, Praesens Verlag, 2008, S. 121-133, hier S. 125. 

11 Julya Rabinowich, Vorwort. Das Unbehagen in der Migrantenliteratur, in Stippinger, Christa (Hg.), anthologie: 
preistexte 10, das buck zu en exil-literaturpreisen „schreiben zwischen den kulturen ” 2010, Wien, Edition exil, 
2010, S. 7-9, hier S. 7: ,,Als mein Debutroman Spaltkopf erschien, stellte ich feet nach den ersten interviews mit 
Joumalistlnnen fest, dass ich nicht einen Roman iiber Verdrangung verfasst hatte, wie es mir zuvor erschienen 
war. Ich hatte, so wurde ich hartnackig immer wieder auf die Platze verwiesen, Migrantenliteratur produziert, eine 
autobiographische Integrationsgeschichte geschrieben, Literatur vom Rand. Ich staunte, denn bus dahin hatte ich 
mich nie am Rand der Gesellschaft geortet”. 

12 Seher (?akir, Vorwort. ’Migrantenliteratur’ , in Stippinger, Christa (Hg.), passwort. anthologie. das buch zu den 
exil-literaturpreisen „schreiben zwischen den kulturen”, Wien, Edition exil, 2007, S. 7-9, hier S. 8: „Ich bin als 
schreibende Person mit Migrationshintergrund fiir die Abschaffung dieses Wortes. Der Terminus 
„MIGRANTINNENLITERATUR”, ob er das nun vorhatte oder nicht, ist ausschliefiend, diskriminierend, 
schlubladisierend und ausgenrezend. Und ich mochte, fur mich und meine schreibenden Kolleglnnen, dass wir 
als ein Teil der Literaturlandschaft allgemein erkannt werden. Wir sind ein Teil der Geschichte des Landes in dem 
wir Leben und ein aktiver Teil seiner Literaturlandschaft”. 
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schriftstellerische Heimat ist der Grenzbereich, die Gleichzeitigkeit und das Nebeneinander. 
[...] Fur Menschen, die eine Emigration durchmachen mussten, ist Heimat fast immer eine 
Zwischenwelt oder - besser noch - eine reale Fiktion” 13 . Die ersten Schriften Vertlibs, 
Abschiebung (1995) und Zwischenstationen (1999), schildem verschiedene Aspekte der 
Emigration. Vertlibs eigene Lebenserfahrung gilt als Muster fur die Fiktion, wie er selbst 
anerkennt: „Die meisten meiner Geschichten sind auf diese Weise entstanden - Aus Erfahrung 
und Anschauung und aus deren kreativer Erganzung [...]. Soweit die Fiktion als Erganzung zu 
Selbsterlebtem eine symbolische und allgemein gultige Dimension besitzt, kann sie, wie ich 
glaube, zu guter Literatur werden. Wenn ich beim Schreiben das Gefiihl habe, dass das Erlebte 
oder das Erinnerte sowie das Erinnerte, das man nachtraglich als Erlebtes wahrnimmt, etwas 
widerspiegelt, das liber die eigene Person hinausgeht, in dem sich also auch andere Menschen 
spiegeln konnten, dann kann daraus etwas Wertvolles entstehen“ 14 . Vertlib wurde in Leningrad 
(heute St. Petersburg) geboren, aber emigrierte 1971 mit seinen Eltern aus der UdSSR. Nach 
verschiedenen Zwischenstationen (Israel, Osterreich, Italien, den Niederlanden und den USA) 
lebt er heute in Osterreich. Als deutschsprachiger Schriftsteller mit Migrationshintergrund 
erhielt er den Adelbert von Chamisso-Forderpreis. Biografisch und auch thematisch konnen 
seine Schriften unter Migrantenliteratur oder Migrationsliteratur geordnet werden. 

Das Leben der Figuren besteht lediglich aus einer Reihe von Wartungen, wie Vertlibs. 
In der Erzahlung Abschiebung warten die Eltern des russisch-jiidischen Jungen auf die 
Aufenthaltserlaubnis vor den amerikanischen Behorden. Die Zeit vergeht, aber wird durch „das 
monotone Klappern zahlreicher Schreibmaschinen” 15 betont. In den USA muss das Kind seine 
eigene Geschichte verfalschen: „SchlieBlich fiihrte ich drei Tagebiicher. Eines, das ich vor den 
amerikanischen Behorden versteckte und dessen Platz, ein Mauerspalt im kleinen VerlieB unter 
der Kellerstiege, meinem Vater bekannt war, ein zweites, das ich vor ihm verbarg, lag auf dem 
Dachboden. Ein drittes schlieBlich, das ich in einem holprigen Englisch zu schreiben versuchte 
und das meine intimsten Gedanken enthielt, war als Schulheft getamt. Ich hatte es immer bei 
mir” 16 . Die amerikanischen Behorden drohen, die Familie nach Israel abzuschieben, weil 
Deutschland sie nicht mehr haben mochte, aber die Eltern wurden in Israel enttauscht. Im 


13 Vladimir Vertlib, Spiegel im fremden Wort. Die Erfindung des Lebens als Literatur. Dresdner Chamisso- 
Poetikvorlesungen 2006, Mit einem Nachwort von Annette Teufel und Walter Schmitz, Dresden, Thelem, 2007, 
S. 59. 

14 Ebd., S. 25. 

15 Ders., Abschiebung, Salzburg, Otto Miiller Verlag, 1995, S. 7. 

16 Ebd., S. 18f. 
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Tagebuch schreibt der Junge, wie problematisch die jiidische Herkunft ist. Wenn fur ihn Israel 
eine Heimat sein kann, wollen die Eltem nicht zuriickkehren: „Andererseits ist Israel fur die 
Eltern der Tod. Sie haben dort gelebt, sie kennen es nur zu gut, was fur mich die Rettung ist, 
ist fur sie der Abgrund. Dabei mochte ich doch so gem ein Land, in dem ich endlich kein 
Fremder mehr bin. Find als Jude bin ich nur in Israel zu Hause, dasheifit, auch ohne dort gelebt 
zu haben und aufgewachsen zu sein“ 17 . 

Die Unsicherheit der Figuren stammt aber aus dem Leben Vertlibs, der sich als kein 
typischer Osterreicher betrachtet, sondern als russisch-judischer Emigrant, der in deutscher 
Sprache schreibt, aber will als osterreichischer Schriftsteller wahrgenommen werden. Das 
Schreiben in einer Fremdsprache (Deutsch) bringt eine gewisse Distanz: „hn Deutschen hatten 
die Worte eine Bedeutung, im Russischen, meiner Muttersprache, einen tieferen Sinn“ 18 . 
Vertlib musste insgesamt sechs Sprachen konnen (Hebraisch, Russisch, Italienisch, Deutsch, 
Italienisch, Englisch und Niederlandisch), und am Anfang hat versucht, auf Russisch zu 
schreiben, aber entschied er, dass sein Publikum in erster Linie das Osterreichische sein soil. 
Warum wollte aber Vertlib schreiben? - „Naturlich: auch ich schreibe, weil ich schreiben muss, 
hoffe bei jedem Buch auf hohere Verkaufszahlen, bin stolz, wenn ich als Schriftsteller gelobt 
werde, und fireue mich sehr fiber Preisgelder und Stipendien. Das allein ware aber kein 
ausreichender Anreiz, den permanenten Ausnahmezustand eines Lebens als freiberuflicher 
Schriftsteller auf mich zu nehmen. Eine vielleicht naive, aber nie zur Ganze aufgegebene 
Hoffnung, mit dem eigenen Werk (trotz allem) etwas zu verandern oder zumindest 
aufzuzeigen, ist durchaus hilfreich“ 19 . 

Die Diskontinuitat der Identitat ist durch die stetige Unterbrechung der Reise und des 
Lebens der Figuren ausgezeichnet, die auch das Selbstbewusstsein entstellt: „In meinen 
Traumen erschuf ich mir eine eigene Vorvergangenheit” 20 . Die Unmoglichkeit, in den USA 
ein Leben zu bilden, bringt eine Kritik gegen die amerikanische Unfreundlichkeit der Beamten: 
„[U]nd bitte, stort uns nicht mehr, wir holen euch schon, wenn es soweit ist. Langsam haben 
wir alle genug von euch, ihr seid eine aufdringliche Bande, deine Eltem und du. Das Leben 
ware um einiges angenehmer, wenn es euch nicht gabe” 21 . Die Familie ist auch von Amerika 

17 Ebd., S. 54. 

ls Ders., Spiegel im fremden Wort. Die Erfindung des Lebens als Literatur. Dresdner Chamisso- 
Poetikvorlesungen 2006, Mit einem Nachwort von Annette Teufel und Walter Schmitz, Dresden, Thelem, 2007, 
S. 58. 

19 Ebd., S. 121. 

20 Ders., Abschiebung, Salzburg, Otto Miiller Verlag, 1995, S. 120. 

21 Ebd., S. 12. 
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enttauscht, aber das Schlimmste ware Deutschland, das Land, das nur als Provisorium 
betrachtet wurde 22 . Auch in der Nachkriegszeit bleibt dieses Land als Inbegriff des 
Antisemitismus und der faschistischen Regierung, als Gefahr fur die Juden: „Aber Deutschland 
sei kein Land, in dem sich ein Jude eine neue Heimat aufbauen konne“ 23 . Die Abschiebung 
bedeutet irgendwie eine Schande: „Wer einmal deportiert worden ist, bleibt sein Leben lang 
ein suspektes Individuum“ 24 . 

Wie der Junge in Abschiebung ist auch die Figur des Romans Zwischenstationen auf 
der Suche nach einer Heimat. Wenn der Ich-Erzahler in Abschiebung der junge Protagonist 
selbst ist, wird die Geschichte in Zwischenstationen von einem schon erwachsenen Mann 
erzahlt. Das Fehlen von Zugehorigkeit offenbart sich einerseits durch Transitraume („Die 
Emigration hatte uns von Russland nach Israel, dann nach Wien, nach Rom, wo wir monatelang 
vergeblich versucht hatten, ein Einreisevisum in die USA zu erwirken, dann wieder nach Wien, 
drei Jahre spater in die Niederlande, wieder nach Israel und nun also zum zweiten Mai nach 
Rom gefiihrt“ 25 , schlieBlich wanderte die Familie in die USA, muss aber nach Wien 
zuriickkehren), und zweitens durch die sogenannten „Nicht-Orte“. Mehrmals erscheint der 
Bahnhof als Wartungsraum, als „non-lieux“ (wie Marc Auges behauptet 26 ), als Knotenpunkt 
der Wege, aber er bedeutet kein richtiges Ziel. Die Fahrt mit dem Zug beschreibt das ewige 
Pendeln: „Seit ich darken kann, war mir das Zugfahren ein besonderes Erlebnis“ 27 . 
Gleichzeitig aber bildet das Provisorische eine Verbindung zwischen Welten 28 , d. h. zwischen 
aufieren Welten aber auch inneren, weil diese Stationen verschiedene Bruchstucke der Identitat 
darstellen. Migrationserfahrung und Judentum bilden das Eigene des Dazwischenstehens in 
Vertlibs Prosa, in dem er mithilfe des „Spiegels im fremden Wort“ eigentlich die Zustande der 
Migranten beschreibt. Die Irrfahrt hat kein festgestelltes Ziel, aber das ist auch der Reichtum 
dieser Odyssee im Bereich des Dazwischens, des „schreiben zwischen den kulturen“: „Meine 
Ganzheit ist dieser Mangel. Wahrscheinlich ist das meine Chance“ 29 . 


22 Siehe Ebd., S. 28. 

23 Ebd., S. 167. 

24 Ebd., S. 174. 

25 Ders., Zwischenstationen, Wien, Deuticke Verlag, 1999, S. 133. 

26 Marc Auge, Nicht-Orte, Aus dem Franzosischen von Michael Bischoff, Miinchen, Beck, 2010, S. 84. 

27 Vladimir Vertlib, Zwischenstationen , Wien, Deuticke Verlag, 1999, S. 7. 

2S Siehe Karl Schlogel, Im Raume lesen wir die Zeit. Uber Zivilisationsgeschichte und Geopolitik, 4. Auflage, 
Frankfurt/Main, Fischer Taschenbuch Verlag, 2011. 

29 Vladimir Vertlib, Spiegel im fremden Wort. Die Erfindung des Lebens als Literatur. Dresdner Chamisso- 
Poetikvorlesungen 2006, Mit einem Nachwort von Annette Teufel und Walter Schmitz, Dresden, Thelem, 2007, 
S. 63. 
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THE SPIRITUAL JOURNEY TOWARDS LIGHT. ANNE RICE’S CHRISTIAN 

FICTION 


Alexandru-Ionut Micu 

PhD Student, ”A1. loan Cuza” University of Iasi 


Abstract: Religion has been a frequent topic in most novels, especially the present day ones. That’s 
because in thrillers and in their movie adaptations the Church is used to develop conspiracy theories, 
mysterious murders, dangerous schemes or setups. 

Contrasts and contradictions are useful when making a script or a novel subject. One's belief in God 
would be an intimate aspect in one’s life. Matters of the Church used to be separate from the outside 
preoccupations and scandals. Today, however, exposure by all means is the best way to make money. 
The trick is to make the impossible possible. Authors approach any writing genre as long as it is 
successful to the public. Movies like “Angels and Demons ” or “Dupa Dealuri ’’present aggressive and 
murderous priests, their thirst for money and power. 

Renowned author Anne Rice approached genres like erotica, horror, thriller, religious literature, the 
memoir. Her lifelong mission has been to find answers regarding the existence of God. She traced down 
Christianity up to its very beginning. 

The aim of this article is to understand our need to believe in God. We have reasons why we do this. 
Why we summon angels, Christ or the Virgin Mary. At the same time we will find arguments why Anne 
Rice made significant changes regarding her faith. 

Key-words: faith in God; Christianity; guarding angel; the Catholic Church; vampire. 


A topic Rice was often mentioned in the media for is her faith in God. Not only did her 
relationship with God suffer changes throughout her life but she also kept this subject in the 
public eye. She always kept in touch with her fans on her latest achievements and states of 
mind; she’s quite active on the internet. In addition, she always posted her considerations about 
the Church and God or she discussed these issues on TV. She’s a public figure loved by many 
because she is open-minded and tells things to your face. Rice shares what she learns from her 
studying and her personal life with people all over the world. 
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Rice’s vampires admire people’s perfect imperfections, wishing they would return to 
their initial state and body. Destiny, however, throws them into a world of hardship and 
loneliness. The steps are always the same: the creator is at his victim’s deathbed and he/she 
asks the other if he/she wishes the Dark Gift. Most likely in pain and with lack of judgement, 
the victim agrees and later finds himself/herself a blood drinker. 

Interview with The Vampire describes the love triangle between Lestat, Louis and 
Claudia. Each of Rice’s vampires is trapped in his/her low condition of existence. They are 
incomplete and that’s frustrating to them. Lestat lives death to the fullest. Louis curses the day 
he was bom into death and Claudia feels wretched, a woman stuck in the body of a school girl. 

Louis, the most romantic of all the vampires, wishes he would die, since he hates his 
condition of existence. Like a child, he believes it’s sinful to kill and drink someone’s blood in 
order for him to survive. Louis’ lifestyle seems unnatural to him and feels cursed. Owner of a 
Louisiana plantation at the beginning of the eighteenth century, Louis’ workers and slaves grow 
suspicious of him and his mysterious partner Lestat. Sensitive and caring Louis drives away 
the people from his land and bums down the house he was living in. 

Rice’s inner voice are her vampires. She speaks through them in her novel and rebels 
against a God whom she feels betrayed her. As a result, she started to search about her birth 
place and created Interview with The Vampire which is set in the nineteenth century New 
Orleans. She spoke, more precisely, through curious newborn Louis who was just beginning to 
learn about the new world he was born to by his creator. Lestat lives death to the fullest, eager 
to be in the centre of attention. It is him who slowly but surely stole the show and took the 
leading part in Rice’s The Vampire Chronicles. He is the in-your-face, rebel-hearted rascal who 
laughs at everyone and believes himself to be the world. He is opposite to Louis and his strength 
and stubbornness convinced Rice to let him take the narration forward. She wanted to create 
the impossible and build the sharply ironic, bitterly funny blonde and grey-eyed figure. 

Set in seventeenth century France, the novel The Vampire Lestat tells the coming of 
age of the main character of The Vampire Chronicles. Married to a rich landowner, bored 
housewife Gabrielle grows fond on her youngest son Lestat. Their mutual interest on each other 
drives them to push away the other family members. Gabrielle convinces her husband to send 
Lestat to study in Paris. Mother and son communicate permanently through letters and Lestat 
starts a relationship with Nikolas, having Gabrielle’s support. After encountering Magnus who 
later turns Lestat into a vampire, Gabrielle flees from her household to join her son. 
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In The Vampire Armand, the eponymous character is a tormented human who suffers a 
great deal and never fully recovers from the moral pain. His life is eventful and fulled with 
changes. As a result, Armand is a character taken into different worlds and identities, not having 
a choice. It is for this reason that he appears pious, lonely and mysterious. 

As Andrei, he is brought up in the Russian background that denigrates the physical. 
This culture describes the priests who bury themselves and who eat lesser each day, expecting 
their death. Kidnapped from his homeland and taken as a slave, he is adopted by vampire 
Marius. He becomes Amadeo and is plunged into the world of Venice during the Renaissance; 
a period that offered a completely different approach to life. It celebrated the beauty of the art, 
the human body and the world. His relationship with Marius suffers great changes including 
Marius’ rejection for Amadeo’s sake. Amadeo cannot adapt to this new life and before he 
knows it, his adopted home is ravaged by the Children of the Darkness. 

The Queen of the Damned reunites all of Rice’s vampires. For, they must protect the 
world from destructive Akasha. The mother of all vampires wants to rule according to her 
mindless plan to destroy all men. Her mind stuck in ancient Egypt, where she was brought up, 
Akasha cannot follow what the other vampires try to prove. The group is in the twentieth 
century; to Marius and the rest of the vampires, who have watched the world’s evolution for 
centuries, it is clear that people can make ends meet with no need of supernatural intervention. 
Together with their realizations as well as disasters due to bad decisions, history has proven 
that the humans have their own life cycle. It’s a natural transformation from birth, an evolution 
of the body and mind to a slow decay and death. Alongside disappointment, desperation and 
loss, people have managed to create a world of their own that evolves naturally, that cannot be 
fully controlled. 

It’s funny how a particular circumstance leads someone to a revelation, to an event that 
will change one’s life. In 1998, while doing research on Christianity, Anne Rice found out that 
the Jewish people survived mysteriously the murders and disasters of ages that cast upon them. 
Finding no explanation for such a detail, she realized there is such thing as divine intervention. 
It’s God that is all knowing and can protect one in moments of distress. 

Rice felt that dedicating a work of fiction to Christ was the one thing to do. Upon her 
rediscovery of faith, she wrote two books in the collection Songs of the Seraphim. The two 
works follow Toby O’Dare’s evolution from a cold-hearted assassin to a fulfilled young man 
who found the answers to his existential crisis and thus found salvation in the Lord’s hands. 


1056 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


An assassin paid by the government, Toby is met by a surprise immediately after killing his 
victim. Malchiah, a seraphim, approaches him and offers Toby a way out of darkness. 
Nothing’s accidental and the mind works miracles. Toby knew something would happen on 
that very day because he had to complete a mission in the place most dear to him; a Californian 
hotel where he feels at ease, away from the hustle and the bustle. This way, his insecurity took 
its toll especially when he observed a silhouette in the darkness. It was a mysterious creature 
that appeared from nowhere. Malchiah appears to be from another world; his look, attitude and 
voice were supernatural and charmed Toby from the very start. 

Toby’s existence meant a continuous torment, a back and forth movement that only 
made him miserable. He is a murderer, certain he will pay for his sins in hell and takes revenge 
on God by means of his missions. That’s because God took his loved ones away from him and 
he couldn’t cope with the grief. On the other hand, in spite of the blood on his hands, he visits 
a little catholic church where he finds peace. He feels regrets for his deeds and thinks about 
past dreams that will never come true. He loved to play the lute and had a profound love for 
God and the Church. He wanted to become either a successful artist or a dedicated priest. 

Toby’s continuous murdering to quench the anger caused by his misfortune do anything 
but help; it keeps dragging him down until he hits rock bottom and is filled with dark thoughts. 
He knows what he’s doing is wrong but he sees no other way out since he’s cursed and a 
wretched soul anyway. So why change for the better if sins like his can never be forgiven? To 
him, there is no God in this world, not a single event or moment to confirm a heavenly presence 
or support. 

Albeit, Toby still calls his angel. There’s a voice of hope deep inside him which he uses 
in his darkest times. He requests help from his angel, for he didn’t kn ow how he was going to 
cope with killing in the room dearest to him; in the place where he would get away from it all, 
where he would dare to see himself a better person than he thought he was. But for this divine 
intervention there needed an angel of a higher status; a seraphim. Malchiah catches Toby’s 
attention and arrives at the right time. As was expected, the Devil and Malchiah fight for Toby’s 
soul.Once one understands the cause of any trouble, one will have the solution in front of 
him/her. Toby is like a fish with no water, striving to find a light in his darkened, rigid soul. 
This way, Malchiah takes him back in time while telling Toby’s life story. Events occur in 
front of his eyes as Malchiah carries on, providing all the relevant details. To Toby’s horror, 
everything happened exactly as the seraphim says; it’s as if he was there all along. 
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Toby is taken back to 13 th century in Norwich, England where the Jewish community 
is threatened to death by the Christians. Disguised as a Dominican monk, Toby must help jews 
Fluria and Meir; they are accused by Christians and the Dominicans that they murdered their 
daughter Lea because she entered a Christian church on Christmas evening and got baptized. 
Toby helps Fluria rejoin her family after hard work and heavenly miracles. His mission 
completed, Toby wakes up at Mission Inn in his favorite room where his incredible adventure 
started. He finds himself a changed person, eager to start anew, with a strong belief in the power 
of God. 

Rice used Dickens’ technique, present in many if his tales. First, the character’s 
wretchedness is presented, then he’s visited by a being from another world. A messenger that 
gives him a warning about the character’s future prospects. The character is then taken back in 
time so that he/she observes both his realizations and mistakes. The climax is described in the 
moment of utmost pressure for the character: Gabriel Grub’s attacks by the group of little 
devils, Scrooge’s glance at his grave site, Toby’s beating by his victims of the past that came 
back to haunt him. It is in this moment of great distress that the character wakes up to find it 
was all a dream; that there’s always hope for the better. 

Toby came a long way from an insecure, shy boy to a cold hearted murderer and finally 
to a courageous, clear headed young man who felt satisfied and hopeful after completing an act 
of ki ndness. Obviously, he was hesitant and scared like a child when he encountered Malchiah. 
He felt the same as insecure and with a low self-esteem while dating Liona. He felt he wasn’t 
worthy of her because of his poor background. He believed he was trash and only deserved the 
worse. By helping Fluria and Meir, his self-esteem grew and felt good about something. People 
can change for the better as long as they do it with a clear purpose and take care of themselves. 
Nonetheless, change occurs anyway at different stages of life; one’s achievement is to keep 
away from dark thoughts as long as possible. Clearly enough, the name “Toby O’Dare” 
indicates a daring, bold young man who risks everything just to feel at peace with himself. 

According to the notes she makes at the beginning of the book, Rice points that angels 
surround children at their every step, that they love people who repent their sins and that God 
wants His angels to protect people. 

Toby is blond and grey-eyed just like Lestat and despises God because he cannont prove 
His existence. This character lost God years ago and sees his boss as a god who decides who 
will die next. Toby also known as Lucky Fox is the messenger, the angel of death who fulfills 
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his god’s wishes. Ironically, he soon finds himself in a divine mission alongside a real 
messenger of God. Toby feels he is nothing but a killing machine and finds his humane side 
only when he visits Mission Inn. He identifies with its peace and architecture; the building and 
its surroundings are like a puzzle. He feels like a puzzle, a body made up of various parts and 
features. He remembers his time in New Orleans where his childhood and inner pain are buried. 
His hometown is the same as Anne Rice’s; she also passed on to him her loving of Shakespeare 
and the Bronte sisters. Toby feels cursed for having found a place that suits his spiritual needs 
and offers him peace; he feels cursed for not being let to keep this place as his secret escape. 
When encountering Malchiah, there’s a battle in Toby’s mind between God and Satan. On one 
hand he wants to kill himself and escape prison; on the other hand he is impressed by the 
stranger’s loving voice and look. 

Liona seemed everything Toby had ever hoped for but he had a feeling that it was to 
good to be true. Worries and mistrust filled up his mind, not feeling worthy of her. When 
discovering the bodies of his three relatives, Toby observed his mother attentively. She looked 
as if she were drained out of blood, like a peal, like a vampire. It is in this tragic scene that 
Toby loses his breach from God and His angels. The dead mother surrounded by a pool of 
blood is a reminder of Lestat having his neck cut by Claudia. Rice uses the image of the vampire 
in this particular scene to incriminate the very creature, the character by whom she lived for 
almost forty years. But she let go of the vampire metaphor, feeling she didn’t belong to it 
anymore. 

Toby ran away from disaster and bitter disappointment; he coped with the pain by 
leaving his dead family alongside his dear lute. He feels the huge burden of guilt for everything 
that happened. When arriving in Manhattan, the city and all of the people around seemed ghost¬ 
like. Toby’s parents were alcoholics just like Anne Rice was before she gave birth to son 
Christopher. Rice lost her mother at a young age to alcoholism and her daughter Michelle to 
leukemia. Toby associates drunkenness with death; observing a drunk person, he notices the 
dead stare. 

Toby has the opportunity to visit Notre Dame in the 13 th century when the building was 
almost finished. He is thankful to God for this amazing experience; he realizes he must let his 
entire existence into the Lord’s hands. It’s only He that kn ows the nature of things, including 
the evil. Rosa admits there is a universal God and that she converted to Christianity for her 
father’s sake. When discovering everything was but a dream, Toby feels he kn ew the only 
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people he loved and who mattered to him. It’s heartbreaking when he realizes he won’t see 
Fluria and her group ever again. Rice’s characters want to write books about their incredible 
experiences and revelations. Toby knows now what matters to him and wants to share his 
experience with the world. 

Once she regained her faith, Anne Rice wanted to write a book about the life of Jesus 
Christ if it’s the last thing she’ll ever do in this life. Christ the Lord includes two books based 
on the life of Jesus; Out of Egypt presents Jesus’s life story from the day he is born up to the 
day he is twelve years old. The narrator is Jesus himself, a little boy who describes the events 
according to his own perception. In this novel, Jesus is introduced as a seven year-old boy 
brought up in a Jewish community settled in Egypt, Alexandria. Seven years before, when 
Mary had felt she was pregnant after the angel’s message, everyone panicked since she never 
had sexual contact. For their own safety, Mary, Joseph and his relatives went to Bethany where 
they got married. Meanwhile, the three magi had foretold that Messiah will be born in 
Bethlehem on Christmas day. King Herod asked for them and when he learned the piece of 
information, he ordered his soldiers to kill all babies younger than three. Joseph and Mary ran 
away from their relatives’ household in Bethany and hid in a kind people’s manger in 
Bethlehem where she gave birth to Jesus. They travelled from one town to another until they 
established in Alexandria. 

Now a seven year-old boy, Jesus performs miracles by mistake when playing with the 
neighboring children. Reluctant to such manifestations, the Egyptian neighbors bid the Jews to 
leave. Joseph and his family travel back home in Israel where they want to reach the Temple 
at Jerusalem to get the Holy Communion for the Easter celebration. They are met with battles, 
Roman soldiers killing rebels as well as innocent people. The family encounter relatives on the 
way and finally manage to return home in Nazareth. After five years of life loss and misery, 
Jesus and his family reach the Temple in Jerusalem in order to confess their sins and take the 
Holy Communion. 

Joseph has numerous dreams in which an angel tells him what to do. He warns him to 
leave Nazareth when Mary is pregnant, so that they protect the baby. The angel also warns the 
man to leave for Israel because the time is now. Little Jesus kn ows he’s special and is frustrated 
that nobody tells him about the day the he was born. He kills Lazarus with a mere thought and 
then resurrects him; he transforms two clay birds into real ones, he can start the rain and heal 
the wounded. He takes away Cleopas’ illness with a profound pray and does the same when 
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giving a blind man his sight back. At the same time, Jesus’ dreams are but evocations of real 
events: Herod’s soldiers killing the babies, the horseman deathly injured with a spere, the 
Temple at Jerusalem filled with blood and people screaming everywhere. All the people’s 
hardships and pain that he witnesses are inflicted on him. Another strong vision he has in a 
dream is the encounter he has with a demon that speaks badly about his origins and about his 
mother; the creature prides on his power and threatens he would defeat a little boy like Jesus. 
His mother, however, advises him wisely: ’’Keep your power inside you. Guard it until your 
Father in Heaven shows you the time to use it. If he’s made you a child, then he’s made you a 
child to grow in wisdom as well as in everything else. ” 1 

The novel’s point of view resembles very much the one used in Great Expectations. 
When referring to a book she turns to when in a creative blockage, Rice admits it’s usually 
Dickens’ Great Expectations. It’s also a book she recommends alongside Jane Eyre and 
Wuthering Heights. Both Jesus and Pip are little boys presenting events according to their own 
naive interpretation; their innocence and fright whenever they get into trouble is what made 
them irresistible to readers worldwide. They’re unreliable and share to the reader whatever they 
remember or thi nk it’s relevant. 

Anne Rice used to be a church going person. She went alongside family members and 
felt she couldn’t live without God. She received religious education in an American parish with 
the strictness typical for Catholicism. God assured her the spiritual life she needed. 

At the age of eighteen she gave up her faith because she wanted to break free from the 
straight jacket of rules and limits. She wanted to read books that were forbidden to her like the 
ones by Camus, Kierkegaard or Sartre and wanted to explore the world with its ups and downs. 
She was young and with a need to live life appropriately, according to her own decisions. She 
believed that to grow up someone had to put away God. Having given a strict religious 
upbringing, she had to break away and find an inner voice. Too much of anything makes 
anybody sick. Her loss of God was exactly like losing the one closest to your heart. She grieved 
over her loss for thirty-eight years, as an agnostic; a wanderer in the depths of darkness. Faith 
in God is a sensitive topic and it’s complicated to explain it; you either believe in something 
fiercely or you don’t. Naturally, everyone needs to confirm his/her belief and expectations in a 
way or another. It doesn’t matter if it’s about a miracle or just one’s imagination. One has to 
believe in something, be it silly or not. 


1 Rice, Anne, Christ the Lord: Out of Egypt, Ballantine Books , New York, 2008, p.240. 
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Rice’s vampires are against their life without God. Throughout The Vampire Chronicles 
these characters make ends meets in trying to get more power to mingle with the humans and 
copy them, to find answers whether there is or there isn’t a God. An atheist may be either happy 
with his faith or he may be expecting a sign; something that will convince him/her that there is 
an energy that works for and through him/her. Not all people are open to divine experiences or 
to high levels of harmony like the yoga practitioners achieve. Lestat’s adventures in Rice’s 
novels take him from the powerful experience when contacting Saint Veronica’s Veil to a 
terrifying ride in the depths of hell alongside Memnoch the Devil. Both of these experiences 
almost cost him his life. He exposed himself to immolation because he wanted to die; his life 
in death bored and proved worthless. There wasn’t anything to encourage and challenge him. 
As an eternal undead, he leads a cursed existence. 

Rice is an alter-ego of her vampires. They want God desperately and they need Him 
but are too proud to admit it. Inner harmony and peace is achieved when thinking positive and 
believing in your interior love and energy. Anything good in anyone is God. The most common 
misconception about God is that He’s all-knowing like no one else is and has the power to do 
both good and evil; He takes pride on it and is able to teach anyone a lesson or to allow 
calamities, murders and natural disasters. But everything happens for a reason and life follows 
its course. One cannot find an answer for all the questions and topics like faith and God cannot 
be used in a discussion. Everybody has the right to believe in anything or not to believe in 
anything at all. 
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Abstract: The writing method which Alexandru George pleaded in his novels represents a weapon of 
capturing the public, the author having an extraordinary capacity to adapt to the time requirements, 
going in tune with developments in society, because the modern reader is no longer attracted to pure 
fiction. The reader looks for real people and not for some of them who benefits about the art of the 
fiction, he awaits to be debated real issues, snatches taken from reality or immediate reality, 
realistically played back in its norms. Novelty screen consists in the fact that the often harsh reality, 
surpasses current real limits. A suitable explanation for this is the story without the artistic "fireworks” 
of aggressive reality, as it happens in the case of novel Late in the evening (Seara tarziu) and the reader 
is not forced to be subjugated to fiction, narratologies rules imposed by the opera itself, but through a 
long route to the primary literature limits, such as he faces with events direct played, without that the 
subjectivity being constrained by of literary norms. Referring to the reading public of the work of 
Alexandru George, it could be observed the trend towards the credibility and certainly not towards the 
authenticity. 

Keywords: subjectivism, reality, credibility, originality, fiction. 


Pomind de la afirmatia lui Alexandru George despre romanul sau Seara tarziu , 
“Romanul meu infapseaza un tablou al lumii strivite §i decimate de comunisti, dar nu anihilate: 
societatea veche se prabusisc, uneori in subsoluri sau beciuri, dar continua sa existe, pentru ca 
membrii ei erau folosip de noii stapani pentru capacitatea lor in posturi subordonate, prost 
plati^i, nesiguri de ceea ce li se dadea, mereu ca o concesie ce putea fi oricand suspendata, dar 
avand de partea lor cel pul,in inteligenla” 1 , pot constata framantarile launtrice ale autorului in 
legatura cu regimul comunist, care i-a si subjugat o mare parte din avantul profesional - literar. 2 


1 Alexandru George, Seara tarziu, Editura Cartea Romaneasca, Bucuresti, 1988, p. 23. 

22 “Pentru comunism, un regim al urii (careia nu i se spunea niciodata a§a), cele mai simple sentimente omenejti 
apareau ca un scandal: o femeie indragostita era aproape un caz patologic, oricum periculos, un barbat in aceae$i 
situape, nu mai vorbesc. Sechestrarea sufletelor in serviciul „cauzei” §i vointei marilor conducatori se facea din 
ratiLiui „§tiinpfice”, nu apelandu-se la sentiment; o arta care ar fi speculat aceste prea fire^ti porniri umane ar fi 


1064 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Romanul-jurnal, Seara tarziu, asa cum 11 prezinta si Alexandru George intr-un articol al sau, 
“Seara tarziu a fost scris in 1988, ce-i drept din notapilc disparate ale unui jumal pe care 1-am 
tinut fara consecventfi din 1949 pana prin 1962” * * 3 , a parcurs o traiectorie sinuoasa in vederea 
tiparului, astfel ca o prima aparitie a avut loc in 1988, mare parte din carte fiind eliminata, iar 
in 2006 este publicata varianta finala a cartii cu pasajele care inainte fusesera eliminate din 
cauza cenzurii. Dintre toate cartile publicate de Alexandru George, Seara tarziu surprinde o 
personalitate a diaristului care nu permite sa fie confundata cu cea a autorului, chiar daca el 
este romanul care prezinta evenimente ce coincid cu cele ale autorului. Romanul a luat nastere 
prin “omisiuni, concentrare sau prin accente de interes distribuite arbitrar” 4 , astfel ca, asa cum 
mentiona si Alexandru George, “mi se pare acum al eului meu autentic, daca acest ultim 
adjectiv mai poate fi invocat cumva. A§ zice ca, de§i stau intre doua oglinzi paralele, ma 
recunosc doar intr-una” 5 , iar franturile din viata personajului sunt evenimente redate intr-un 
procent mult mai mic, rezultat al unei priviri in oglinda a autorului si analizarea imaginii “la 
rece”. 

Confesiunea directa a unui scriitor se materializeaza sub forma unui jurnal, o forma 
caracteristica de a purta un dialog cu sine insusi nascuta din dorinta de a se regasi intr-un anumit 
timp si evenimente specifice, “faptul biografic prin excelenta: situatia concreta in care se afla 
omul, fata de care reactioneaza in felul ei personal, care lasa adesea urme adanci asupra 
configuratiei operei, deoarece se constituie in experienta structuratoare a personalitatii”. 6 
Romanul Seara tarziu, “cu incarcatura autentic biografica” 7 , reflecta evenimentele traite 
asigurand, astfel, prezenta permanenta a autorului in text, iar acest fel de reprezentare a 
literaturii confesiunilor confera cititorului o lectura a unui text artistic sincer. Jocul scriitor- 
narator-personaj-cititor jubileaza, prin functia catharhica, cu eliberarea eului si eliminarea 
granitelor impuse de literatura fictionala, dand nastere unor “file de viata”. 

Publicul-cititorul cauta personaje reale si nu unele care beneficiaza de arta fictiunii, el 
asteapta sa fie dezbatute subiecte reale, franturi preluate din realitatea imediata sau chiar viata 
redata in normele ei realiste. Asa se intampla si in cazul romanului Seara tarziu, unde arta 
marturisirii este reprezentata de evenimentul condus de un rationament descriptiv, iar arta 

fost exclusa pentru ca facea apel la irational. de fapt, tipic omenesc.” (Alexandru George, Pentru o societate a 

artei, in revista “Litere” nr. 10/2004, p. 12). 

3 Idem, Vocatie, program, destin , in revista “Litere” nr. 6/2004, p. 16. 

4 Ibidem. 

5 Idem , Litere si clipe, in revista “Litere” nr. 11-12/2006, p. 14. 

6 Stefan Augustin Doinas, Mdstile adevaruluipoetic, Cartea Romaneasca, Bucuresti, 1993, p. 306. 

7 Alexandru George, Bogati, mai bogati, inca mai bogati, revista “Litere” nr 3/2006. 
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scrisului este condusa spre luciditate. in roman, autorul alege sa prezinte Intamplari extrase din 
bagajul vietii, fara a prelucra artistic, literar episoadele si fara a interveni cu sugestii lictivc. 
Modalitatea pe care o alege Alexandru George in reprezentarea romanului da valoare operei, 
deoarece prioritar nu mai este estetismul, ci exactitatea cu care sunt prezentate imprejurarile, 
personajele si intamplarile prin care tree acestea In neantul istoric. Asa cum Istoria literaturii 
cauta sa gaseasca documente care sa ateste aspecte din viata unor scriitori, astazi documentele 
se regasesc In marele capodopere ale acestor scriitori. in cazul lui Alexandru George, In spatele 
confesiunii personale se afla un carnet al scriitorului, mai exact, acel jumal pe care recunoaste 
el insusi ca 1-a Intretinut o perioada, iar acest fapt ajuta la realizarea unei legaturi spirituale 
unitare Intre cel care este memorialistul si cel care este creatorul. Autorul nu poate aborda in 
scrierea personala memorialists aceleasi tehnici stilistice pe care le poate aplica In opera fictiva, 
chiar daca opera autobiografica a fost perceputa ca o modalitate egocentrica, dar si ca un proces 
de exprimare a trairilor si a ideilor prin cuvinte. in ceea ce priveste temerile unui autor de 
autobiografic, Intotdeauna au fost puse la indoiala literaritatea si autenticitatea, deoarece exista 
tendinta de apelare la fictiune, de pastrare a coerentei faptelor, care In realitatea imediata, 
subiectiva, nu este posibila. 

Redarea realitatii sub forma unei arte, ce abunda de informatii atestate, urea in randul 
preferintelor publicului modern demonstrand astfel nazuinta spre ceea ce reprezinta esteticul 
artistic general. Aceasta noua cerere a publicului este pentru Alexandru George o cale de 
ascendere spre publicul modem, unde autenticitatea acapareaza romanul, dand substanta 
literaturii, ce devine o confesare a existentei, una de natura non-fictiva, si dovada a 
evenimentului trait. “Noua literatura” reprezentata de jumal tine de o alta latura a interpretarii, 
cu un alt set de semnificatii si anume cel al marturisirii, al trairilor experimentate de-a lungul 
vremii, al veridicitatii. 

Pentru ca tipul de literatura care este vizibil in romanul Seara tarziu sa fie interpretat 
ca un jurnal 8 , trebuie luata in considerare perspectiva confesiva a automlui, astfel ca, la nivel 
estetic, marturisirea trebuie sa fie prezenta In corpusul cartii fara interventii fictionale, avand 
la baza o noua maniera tematica si stilistica. Poetica marturisirii lui Alexandru George nu este 
reprezentata sub forma Inlantuirii succesive a unor evenimente, ci ele sunt prezentate conform 
firescului, aleatoriu; fiecare zi reprezentand un fragment ce rezuma activitatea din ziua 

8 Alexandru George specifica raspicat intr-un articol din rubrica Accente a revistei “Litere”, In qfara spiritului de 
negatie , nr 9/2005, ca romanul Seara tarziu este romanul “unde folosesc multe pagini dintr-un jurnal pnut de 
mine inca din adolcscen(a”. 
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respectiva, Tnsa fara o finalitate, ci fund notate doar elementele scmnificativc de atunci pentru 
autor, ele putand simboliza piesele unui puzzle, cu o tema nedefinita, dar care oricand poate fi 
construit. Tehnica scriitoriceasca si stilistica abordata tine de dimensiunea temporala, cea a 
trecutului reprezentat, fara un Inceput si un sfarsit al actiunii, cu un fir epic fragmentar 9 . 

Evenimential vorbind, In urma lecturii textului, se pot crea confuzii pana la absolut Intre 
ceea ce este mentionat In Seara tarziu si ceea ce au reprezentat zilele alese din viata lui 
Alexandru George. Drept exemple la aceasta afirmatie stau coincidence care fac referire la 
diaristul din roman si functia pe care a ocupat-o autorul In tinerete sau ca protagonistul 
romanului scrie la randul lui un roman, posibil acelasi roman la care lucra si Alexandru George 
In perioada cuprinsa Intre anii 1957 si 1959, sau cartile pe care le citeste personajul, care 
corespund cu cele lecturate de Insusi autorul, precum si retragerea fara voie de la Universitate, 
culminata de alegerea mediocra de a avea un loc de munca plictisitor si fara viitor, vazuta ca o 
solutie de moment, pentru a-si ascunde adevarata identitate de firica cenzurii, el - personajul - 
originar dintr-o familie burgheza, asa cum a fost si cazul autorului. Locul de munca este un alt 
element comun pentru Alexandru George si personajul anonim din romanul sau si este doar o 
idee ce poate trezi amintiri numai celor care au trait in acea perioada si poate fi considerat un 
mediu descris cu minutiozitate doar pentru cei care vad un simplu cuvant ca pe un element de 
evocare a amintirilor nebanuite. Cautarea continua a sinelui protagonistului este o masca sub 
care se ascunde “eul” autorului, care scrie necontenit, dar care nu viseaza sa devina scriitor, 
chiar situatia autorului Alexandru George si drumul parcurs de el pentru a ajunge cel care ocupa 
astazi un loc respectat In literatura romana. Procedeul disimularii autorului In vederea crearii 
unei confuzii legate de adevarata identitate a personajului principal tine de latura literara, 
imaginara a cartii, fapt care demonstreaza ca Seara tarziu 10 nu este doar un document 
experiential, ci, mai mult decat atat, este un produs al autorului, cu o baza atestata documentar 
si completata de aspectele fictionale. Aceasta perspectiva pe care o adopta Alexandru George 
este una tipica lui, minimalizand foarte mult trimiterile la realitatea politica, parca temandu-se 
ca nu cumva “sa deranjeze” cenzura, dar aceasta “cenzura” poate insemna propria cenzura, 


99 Fragmentarismul In literatura creaza o noua realitate conform viziunii lui Carmen Musat, astfel ca 
“Fragmentrismul si discontinuitatea existent;ei zilnice se substituie caracterului unitar fi cocrcntci epice 
[...], imprevizibilitatea fi fragmentarismul [fiind] mult mai adecvate pentru a afirma pluralitatea constitutiva a 
lumii decat ‘iluzia realista’.” ( Strategiile subversiunii. Incursiuni in proza postmoderna, Editura Cartea 
Romaneasca, Bucuresti, 2008, p. 53, 296). 

10 In articolul ce avea sa devina prefata a volumului Litere si clipe, Alexandru George marturisea ca Seara tarziu 
a luat nastere “din maldarul de hartie cu notatii «zilnice»” In care “se configura o realitate In niciun caz 
suprapunandu-se cu cea din romanul celalalt ( Oameni si umbre, glasuri, tdceri), scris cu atata Incordare ambitioasa 
si destinat unei expresii totale”. ( Litere si clipe, In revista “Litere”, nr. 11-12, 2006, p. 16) 
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pasajele eliminate avand scopul de a face din Seara tarziu un roman si nu un jurnal veritabil. 
Discretia, fara o continuitate aparte, de care da dovada autorul aici prin iiccare notatie zilnica 
din jurnal este asemenea unei fotografii care imortalizeaza intr-o fractiune de secunda colosul 
experientei existentiale, cu o extraordinary incarcatura semnificativa; acest lucru justificand 
inclinatia lui Alexandru George spre abordarea unei literaturi care are la baza realitatea 
combinata cu fictiunea. 

Sinceritatea unui autor in vederea redarii unui text autobiografic difera de la un caz, la 
altul, astfel ca unele etape ale vietii sunt scrise cu atentie mult mai mare din punct de vedere 
stilistic, artistic, decat altele, pe care doar le mentioneaza. Acest tip de pendulare in transcrierea 
accentuata sau nu a unor momente din viata scriitorului este foarte bine evidentiat si in romanul 
lui Alexandru George, Seara tarziu , unde intervine scepticismul asupra comunicarii 
adevarului, precum si asupra sinceritatii, element moral important in cazul unei autobiografii. 
La Alexandru George motivul este unui de musamalizare a identitatii dintre ce a existat si ce 
este scris, lucru care nu este condamnabil, desigur, deoarece autobiograficul presupune 
reconstituire, impusa de actul transcenderii de la imediat, la ceea ce reprezinta amintirea in 
adancul constiintei, vizand discrepanta dintre istorie si naratiune. Insiruirea problematic;! a 
episoadelor ce alcatuiesc fluxul amintirilor si procesul de selectie a acestora din punct de vedere 
estetic si gnoseologic evidentiaza relatia dintre textul autobiografic si cel fictional, lucru care 
atesta caracterul operei Seara tarziu de jumal-roman. Ceea ce poate fi considerat sincer in cazul 
literaturii subiective, fidelitatea si franchetea transcrierii evenimentelor, este discutabil, 
deoarece exprimarea propriului eu, prin actul mnemotehnic, presupune trei etape: una de 
selectie, una de Insiruire si alta de sistematizare. Cele trei procese pun In dificultate autorul, 
astfel ca In cazul selectarii, extragerea numai a acelor evenimente semnificative din perioada 
aleasa, nu presupune doar imbolduri sentimentale involuntare, ci si voluntare, tocmai din 
dorinta de a transmite cititorului ceea ce i se pare scriitorului important, aici intervenind 
fictiunea. Fictiunea, in acest caz, implied intentionatul si neintentionatul. Intentia tine de latura 
psihologica si sufleteasca a autorului, unde pot fi cauzate omiteri involuntare a unor pasaje sau 
chiar suprasolicitarea lor prin mentionare repetata, din cauza lipsei aprecierii lor din punctul 
autorului de vedere, dar care daca ar fi fost mentionate, ar fi avut o semnificatie importanta 
pentru cititor. Acest proces mai tine si de uitare, in memorie fiind pastrate doar acele momente 
importante pentru eu, celelalte fiind eliminate total, in Seara tarziu, anii alesi pentru notatiile 
zilnice sunt pur intamplatori, fara a avea o semnificatie aparte, sunt redate evenimente lipsite 
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de incarcatura emotionala din viata unui tanar prezent rareori in viata sociala, de foarte multe 
ori alegand sa se retraga In spatiul sau propice creatiei, nu foarte incitat de legaturile 
sentimentale, nici de viata de familie, evenimentele Hind redate fara umor si emotii. Desi sunt 
alesi la intamplare anii, 1957-1959, ei ar fi putut surprinde foarte bine tulburarile sociale si 
politice ale societatii comuniste, care au zguduit Intregul popor, datorita tratamentelor impuse 
si de pe urma carora Insusi autorul a avut de suferit, dar, cu toate acestea, Alexandru George 
opteaza pentru o trecere in revista uneori mai detaliata, alteori cat se poate de succinta a rutinei 
zilnice din viata unui tanar, dar “memoria nu este simpla reproducere si lucrarea fanteziei 
Incepe cu actele ei. Cand un memorialist declara deci a nu se abate niciodata de la norma 
sinceritatii, lucrul trebuie inteles numai in cadrul conditiilor normale ale psihologiei omenesti 
care dau termenului sinceritate o semnificatie relativa.” 11 De fapt, adevarata valoare a cartii nu 
este data de evenimentele redate, care la prima vedere par banale, ci de semnificatia acestora 
prin sinceritatea de care da dovada scriitorul. Referitor la intentionalitatea scrierii se poate 
observa interventia procesului constiintei care selecteaza ceea ce este omul Alexandru George 
si ceea ce vrea sa para omul Alexandru George, iar acest lucru nu mai vizeaza sinceritatea 
neconditionata a scriitorului in actul confesarii. Legat de acest lucru, scriitorul operei Seara 
tarziu are ca limita a sinceritatii tendinta de a reduce pana la absolut anumite aspecte 
dezonorante sau macar de a le transpune sub o alta forma, favorabila lui. 

Seara tarziu are ca tema timpul, dar aici timpul nu este doar tema, ci si un element 
important de recladire a vietii In timp, astfel ca aici intervine problematizarea tennenului in 
acceptia timpului in care a fost scris textul si timpul la care se refera textul. Romanul-jurnal al 
lui Alexandru George reconstituie o perioada din viata sa, nesemnificativa daca am analiza-o 
din punct de vedere istoric, dar semnificativa pentru autor, in plan personal. Daca in romane, 
produse ale imaginatiei scriitorului, unde naratiunea la persoana I reprezenta o proiectie a doua 
ipostaze ale eului, unui al prezentului - al naratorului - si unui al trecutului - al actiunii, al 
personajului -, in romanul-jurnal accentul cade pe eul autentic, care este atat al prezentului, cat 
si al trecutului. In acest caz si timpul redarii actiunii este instabil, astfel ca notatiile din jumal 
sunt ale prezentului-trecut, luand in considerare momentul In care au fost scrise. Fiind vorba 
de un roman-jurnal, timpul trece si de cealalta parte a interpretarii si anume, cea a trecutului- 
prezent, astfel ca scriitorul are la dispozitia sa toata gama timpurilor verbale. Relatia temporala 


11 Ion Biberi, Note asupra esteticii romanului. Personajele, in “Revista Fundatiilor Regie”, an XII, nr. 8/1945, p. 
300. 
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de la nivelul textului este complexS vizand cele trei ipostaze temporale: timpul experientei, 
timpul expresiei si timpul lecturii. 

Timpul nu este doar temS si ipostazS adjuvants In reconstituirea unei perioade din viata 
personajului, el este si un important element de urmSrire a fluxului narativ. Scmnificatia titlului 
romanului-jurnal, Seam tarziu, este importantS, deoarece face trimitere la momentul zilei ales 
de cStre autorul jurnalului, dar si al romanului, sS Isi noteze observatiile semnificative din 
fiecare zi trSitS, moment-cheie ce poate permite autorului sa noteze evenimentele proaspete in 
minte, astfel reusind sa sintetizeze intreaga zi in ceea ce considers el cS este important de 
pSstrat. 

Sunt redate episoade din viata unui tanSr In primele sale zile de serviciu la un Oficiu de 
traduceri in zile comunismului. TanSrul duce un trai solitar, posomorat, singuratic, fSrS vreo 
legSturS cu succesul editorial. Lumea prezentatS este cea a Bucurestiului lipsit de tainS si teamS 
noctumS In care protagonistii sunt actanti ai politicului totalitarist, care Incearca sa profite de 
pe urma meschinSriilor acestuia. Informatii de acest tip sunt redate succint si mentionate sub o 
forma permisS In 1988 de cenzurS, dar, cu toate acestea, se poate observa la nivel textual scena 
duals pe carejoacS autorul, una incidentals, ilustratS prin frSmantSrile interioare ale acestuia, 
si una fundamentals, definitS prin importanta artei pentru sine. Autorul fumizeazS foarte putine 
informatii cititorului, fara a accentua lucruri prin eforturi temporale incomode, primand In acest 
sens precugetarea stilisticS in detrimentul artei naratoriale, cu scop clar de specificare a 
evenimentelor ilustrate si nu de creare a procedeelor artistice de la nivel textual. Romanul- 
jumal reprezintS varianta scrisS a unei perioada din viata lui Aexandru George, manat de 
Indemanarea scriitoriceascS, ce constS In pSstrarea ritmului firesc pe care II dS viata scrisului. 

imbinarea fictiunii cu mSrturisirea, redarea unui fundal autentic bucurestean din 
perioada comunistS cu “retineri” auctoriale voite, conturarea schematics a personajelor care 
traverseazS opera Seara tarziu si ascunderea identitStii acestora, mentionate pe alocuri doar cu 
initiale, precum si trimiterea la unele IntamplSri banale din viata “eului” ce creazS confuzie, 
fac din acestS carte a lui Alexandru George o dovadS clarS a ceea ce a fost burghezia 
bucuresteanS In perioada totalitarismului si efectele pe care le-a avut acesta asupra umanitStii. 
Evenimentele amintite mai sus sunt evenimente despre care nu multi ar mai fi In stare sS 
vorbeascS astSzi, iar confuzia care se crease la nivel national In randul tinerilor dornici de a 
beneficia de servicii si calificSri la nivel profesional, nevoiti sS suporte umilirea din partea 
partizanilor comunismului, li conduce pe multi dintre acestia sS abandoneze teritoriului 
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national si sa evadeze In necunoscut pentru implinirea visurilor si pe unii sa se adapteze la 
“cerintele” vremii. 

Pe langa calitatea de atestat al existentei citadine din perioada comunismului, romanul 
mai este si un document autentic, asa cum alte scrieri nu au dat dovada ca sunt, tocmai datorita 
influentei politice care a stat la baza dezvoltarii literare romanesti din timpul totalitarismului. 
Asadar, romanul-jurnal sau jurnalul-roman 12 este o exceptie de la normele scriitoricesti, el 
dezvoltandu-se pe baza unui tipar riguros impus de catre autor: “Jurnalul din care s-a alcatuit 
aproape fara stiinta mea, Searu tarziu, reprezinta nu doar un cxercitju de notate a 
instantaneului, a clipelor (daca exista a§a ceva!), ci si un gen literar la care ma indruma 
orientarea gideana, accentuata in adolcsccnja mea de precursori notabili, de genul lui Mircea 
Eliade, Anton Holban, M. Sebastian, M. Blecher, dar, in genere, de toji maestrii stilului 
confesiv, ai narapunii la persoana I, singura pe care o admitea Camil Petrescu (scriitorul §i 
teoreticianul care-mi deschisese calea spre Proust).” 13 

Ceea ce face din opera Sear a tarziu sa fie si roman si jurnal este tocmai elementul 
comun al celor doua specii literare: modul de redare si clasificare constienta a lumii morale in 
care protagonistul este pus in ipostaza celui care actioneaza ca un considerent al autorului, 
permitand analizarea amanuntita. O cercetare minutioasa a sinelui reprezinta, de fapt, 
reconstituirea lui pana la cel mai mic detaliu. Construirea unor analize complexe si complete 
In aceasta situatie este favorizata de Insusi autorul operei, Alexandru George, deoarece ofera o 
imagine din trecut a eului sau In conjunctura unor evenimente traite si asupra carora se pot 
aplica norme de clasificare, asa cum si Goethe afirma in romanul sau autobiografic: “Caci 
aceasta este tema principals a unei biografii: sa descrie pe om In imprejurarile vremii lui si sa 
arate In ce masura totalitatea lumii i se opune, in ce masura II favorizeaza, cum din acestea se 
formeaza o conceptie despre lume si oameni. Dar pentru aceasta se cere un lucru greu de atins: 
anume ca individul sa se cunoasca pe sine si veacul sau, pe sine, in masura in care, in orice 
Imprejurari ar fi ramas acelasi, veacul - ca pe unul care a dus cu sine, a determinat si a format 
deopotriva pe cel ce i s-a supus sau pe cel care i-a rezistat”. 14 Impletirea realului cu fictionalul 
care da caracterul de roman si de jurnal operei mentionate mai sus este tocmai redarea 
constienta a faptelor traite, dar care sta sub semnul povestirii, aceasta din urma denaturand 


12 Asa cum declara Tnsusi Alexandru George, “jurnalul nu este ceva complementar vocatiei romanesti, este chiar 
romanul, pentru ca poate avea virtutile acestui gen”. ( Indreptari, in revista “Litere” nr. 2/2006, p. 12). 

13 Idem , Litere si clipe, in revista “Litere” nr. 11-12/2006, p. 12. 

14 J. W. Goethe, Poezie si adevar, tradus de Tudor Vianu, vol. I, E.S.P.L.A., Bucuresti, 1958, p. 49-50. 
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autenticitatea celor scrise, pentru ca in actul scrierii intervine uitarea, amnezia voluntara data 
de motive estetice, cenzura datorata constiintei sau moralitatii, fapt demonstrat in roman prin 
acele omisiuni facutc de Alexandru George pentru a ascunde identitati sau fapte din ratiuni 
protectoare. 

Analiza autobiogralicului in acceptia veridicitatii si neveridicitatii, a realului si a 
imaginarului, permite extragerea unor trasaturi esentiale ale persoanei care scrie si despre care 
se scrie, osciland intre viata si literatura, intre ce este marturisire si ce este fictiune, intre 
granitele constiintei si cele ale talentului scriitoricesc, intre nonfictionalul autobiografiei si 
literaritatea istoriei care se creaza. Jocul pendularii planurilor creaza iluzia confonn careia 
“omul se creaza pe sine ca proces, ca o devenire, iar literatura e chiar acest proces, aceasta 
cautare, aceasta aproximare si aceasta intuitie a «adevarului».” 15 Din Seam tarziu, trasaturile 
esentiale ale celui care scrie si care se scrie sunt legate se sociabilitate, resemnat In fata ritmului 
neprietenos al societatii, adept al nocturnului, solitar, prezent In aspectele culturale ale mediului 
In care traieste, muzica, expozitii, lansari, lectura, este prezent doar ca spectator, nu si ca actor, 
privind lucrurile din exterior, fara a se implica, poate de teama de a nu suporta consecintele, 
“Aici, in camera aceasta pe care o ocup de mai bine de zece ani, ma simt inchis, de bunavoie, 
intrucitva baricadat. Nu respect programul de viata, de cind m-am intors acasa, al celorlalti din 
familia mea, nu-i caut decit din obligatiile casnice. Atunci, ma folosesc doar de mica usa care 
da pe culoar; daca as pasi tiptil, nimeni n-ar putea afla, decit prin indiscretie, daca sint acasa 
sau am iesit” 16 , asa cum face si omul Alexandru George In realitate fata de regimul totalitarist, 
nu procalama, dar nici nu huiduieste principiile acestuia, adopta pozitia individului neimplicat, 
detasat. 

Luand in considerare tonul scriitoricesc al romanului, este lesne de observat faptul ca 
detasarea emotiva a autorului este evidenta, el nu se implica emotional In redarea 
evenimentelor, “eul” nu se declara nici fericit, dar nici nefericit, o atitudine ce atesta 
resemnarea personala in fata “lumii reci”, favorizand lasarea intunericului, in detrimentul 
diumului, solitar si strain de evenimentele ce ii puteau influenta ritmul. Functia cognitiva 
evidentiata la nivel textual, in Sear a tarziu , cu scop de transmitere a unui anumit mesaj, de a 
stabili legatura dintre interior si exterior, eu - lume, face din confesiunea lui Alexandru George 
un mijloc de mediere in relatia dintre cel care scrie si cel care este scris, astfel incat sa ofere o 


15 loan Holban, Literatura subiectiva, Editura Minerva, Bucuresti, 1989, p. IX. 

16 Alexandru George, Seara tarziu, Editura Cartea Romaneasca, Bucuresti, 1988, p. 56. 
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mai buna cunoastere a rolului operei in viata artistului, precum insusi scriitorul mentiona 
publicului sau: “To^i cei care s-au dedat la viciul scrisului pot primi de la mine o concluzie, dar 
si un indemn: fanteziile nu iau na§tere doar ca rezultat al travaliului coordonat al facultapi 
constructive, ci si din ce ai risipit cu alte scopuri pe hartie: cuvinte, cuvinte, cuvinte, ba chiar 
§i numai litere, litere, litere, care stau mai la inceput, dar §i la sfarsit, dupa cum se vede in Biblia 
laica a scriitorilor”. 17 

Seara tarziu este cartea scrierii unei carti, iar in acest caz, cititorul se poate gandi la 
arta poetica a lui Alexandru George - Oameni si umbre, glasuri, taceri -, roman care se creaza 
In paralel cu romanul Seara tarziu. Educat in spiritul cultivarii filozofiei si stiintei, Alexandru 
George marcheaza drumul parcurs de un scriitor prin notatiile pe care le face in jurnalul sau, 
astfel ca dezvoltarea intelectuala influenteaza dezvoltarea existentiala. Romanul aflat sub 
amprenta jurnalistica este, la scriitorul bucurestean “get-beget” un discurs asupra metodei, 
dezvaluirea modalitatii de a scrie un roman. Naratorul scrie in jumal despre cum se scrie un 
roman, iar aici dimensiunea proustiana este Inlaturata tocmai prin cea istorica a traiului, prin 
divulgarea aspectelor personale care nu pot duce decat la nasterea artei prin arta, adica 
impiedicarea cititorului sa patrunda in universul scriitorului cu ajutorul textului, “Cealalta usa, 
cea mare, care da in hoi si ar fi trebuit sa fie utilizata cu precadere, am astupat-o, am 
transformat-o in biblioteca, folosindu-i cadrul de lemn ca sustinator pentru rafturile cartilor; 
fundul, adica cele doua canaturi, l-am captusit zdravan cu Prescriptiunea acquisitiva, teza de 
licenta a tatalui meu, sustinuta cu decenii in urma la Facultatea de Drept din Bucuresti, intr-o 
vreme cind prezumtivii laureati erau, probabil, obligati sa-si tipareasca lucrarile de absolvire. 
[...] Am descoperit mai bine de o suta de exemplare aproape lipite unul de altul intr-o lada 
uitata, cum la noi erau destule in vechea noastra casa; le-am luat frumusel si le-am pus unul 
linga altul, de jos pina sus, fixindu-le pe tabliile celor doua canaturi ale usii.” 18 Efortul zilnic 
pe care il face personajul pentru a evada din cotidian se rezuma la notatiile din jurnal si, cu 
precadere, la scrierea romanului care se afla in lucru, act vazut ca un exercitiu de scriere 
creatoare, ce impune limita dintre scriitor si realitate. 

Cu toate ca autobiografia nu presupune estetizare, fiind creata la voia intamplarii, ea 
reprezinta astazi un tip important in literatura. Semnficativa pentru Alexandru George, in 
romanul Seara tarziu, este seria elementelor Active, astfel ca “ceea ce ilustreaza autorul nu este 


17 Alexandru George, Litere si clipe, in revista “Litere”, nr. 11-12/2006, p. 12. 

18 Idem, Seara tarziu, Editura Cartea Romaneasca, Bucuresti, 1988, p. 56. 
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persoana lui completa, ci un model ideal al sau, modelul care i se pare ca i se potriveste cel mai 
bine” 19 , ceea ce inseamna ca doua persoane sunt supuse unui singur destin, incat “iluzia 
biografica o ia inaintea biografiei autentic-istorice; realitatea cedeaza pasul fictiunii.” 20 
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DADA IN MANIFESTOS 
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Abstract: Avant-Gardes manifestos not only bring a new dimension in technique but also by the 
presence of poetic texts or by the theories of man ifest, because the manifest itself was considered a 
form of literature which was then developed poetically. 

The efforts to achieve them, and the presence of accompanying texts, confirms the idea that if we can 
not speak of a new gender, at least we can say that there is a new form of the manifestos. 

Dada will take these trends over but will keep up with its radicals theories suppressing the theoretic 
and programmatic dimension to develop the poetic one, the first dada night blending Dadaist 
manifestos with the reading of new works . 

The manifesto is therefore a special form by its content, by the original writing by the embodiment, and 
Tzara considered that the poetry manifesto does not need words to express its “latent existence ". 

Keywords: dada, manifesto, negation, dynamic, themes 


J'ecris un manifeste et je ne veux rien, je dis 
pourtant certaines choses et je suis par principe 
contre les manifestes, comme je suis aussi contre les 

principes 

Tristan Tzara —Manifest Dada 1918 


Francois Noudelman, in opera ’’Avant-Gardes et modemite” prezinta opinia conform 
careia manifestul devine o exigenta ’’qvasi-obligatorie pentru instituirea unei miscari de 
avangarda” 1 . De altfel la o privire mai atenta a miscarilor care s-au dorit avangardiste , 
descoperim prezenta manifestului : manifeste futuriste, manifeste dadaiste, suprerealiste , 
letriste , etc. reusind deci cu ajutorul manifestului sa-si legitimeze cumva existenta. Manifestul 
literar este o declaratie publica, o scriere cu caracter oral prin care un curent literar isi anunta 


1 Francois Noudelmann, Avant-gardes et modemite , Paris, Hachette Superieur, collection « Contours Litteraires 
», 2000, p.57. 
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liniile definitorii, caracteristicile dar si idealurile. Manifestul are ca si scop 2 oglindirea unei 
situatii sociale, greselile ideologiilor, diferentele dintre o doctrina si alta, dintre sistemele de 
valori si starea reala, gaseste o noua coerenta intre experienta si gandire. Manifestele 
avangardiste prezinta in ansamblu o dorinta de ruptura cu traditia si traditionalul neluand in 
calcul ideea de retur ci mai degraba cea de creatie inedita nemaivazuta, nemaiauzite, 
nemaiintalnite. Insusi termenul de avangarda imprumutat din domeniul militar in literatura, 
face trimitere la dorinta de a se situa intodeauna inaintea a tot , de a ”cauta noutatea prin 
ruptura” 3 

Manifestul dada se opune celorlaltor curente literare - clasicismului, cubismului sau 
futurismului dar in acelasi timp menirea sa este de a castiga cititorul, auditoriul de partea sa, 
de a-1 convinge totusi de necesitatea instaurarii unei schimbari, desi dada sustine ca nici pe 
departe nu este aceasta intentia sa. Este in egala masura un text teoretic care ne proiecteaza in 
lumea ideilor infatisand anumite declaratii de intentii care isi gasesc o prelungire in alte si alte 
manifeste ce graviteaza in jurul acelorasi idei . 

Nici o teorie, nici o strategic, nici o organizare, insa o preocupare pentru organizarea 
de evenimente ce doreau resuscitarea artei moderne si transformarea scrierii in acpunc de 
transa. Imensa ma§ina de create mixeaza tendin^ele momentului si concluzioneaza ca totul este 
in toate. Gasim deci destul de greu sa extragem directiile sau programul dadaist ce releva din 
manifeste si totusi putem determina cateva constante : poezia se identified cu viata dar si cu 
moartea, trecutul trebuie redus la tabula rasa, spontaneitatea elibereaza viata de orice piedica 
si se opune filozofici si gandirii existente, singurul principiu universal valabil este negatia. 

Tristan Tzara se face, asa cum spunea criticul Ion Pop „purtatorul dinamitard al acestei 
stari de spirit, maifestele sale sunt marturia unei radicale negatii a traditiei culturale-fie ea cea 
mai recenta - ajungand pana la refuzul formulei insasi a dadaismului 4 » 

Manifestul devine deci o forma aparte prin con^inut, prin scrisul original, prin 
modalitatea de realizare, Tzara considerand ca poezia-manifest nu are nevoie de cuvinte pentru 
a-si exprima ’’existenta sa latenta”. 

Cu cele ”sapte manifeste Dada ” Tzara propune evident o anti-reteta, un anti-manifest, 
insa avand aceleasi principii de fimetionare cu ale unui manifest. Batjocorind ”arta 


2 Abastado Claude, Le manifeste Dada 1918 un tourniquet, revista Litterature , n.39,p39-46 

3 Matei Calinescu, Cele cinci fete ale modernitatii, ed. Univers, Bucurest, 1995, 

4 ton Pop ,in prefata Tristan Tzara Sapte Manifeste DADA , Lampisterii, Omul aproximativ, 1925-1930, ed. 
Univers, Bucuresti, 1996, p.ll. 
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manifestului” a lui Marinetti, Tzara ii atribuie acestuia simplitatea unei retete a carui 
ingrediente sunt necunoscute, deci supuse hazardului, ca si rezultatul de altfel, scopul lui fiind 
de a vindeca lumea de stereotipii 5 . 

In mod natural conceptia autorului nu poate fi redusa la acest cuvant simplu dada, de§i 
catre acesta converg toate ideile, dorim sa intelegem mai bine relatia care exista intre Tzara , 
miscarea Dada, opera si ideea (semnificatia) Dada . Tentati am fi sa spunem intr-o maniera 
dadaista ca totul este Dada pentru ca Tristan Tzara pana in ultimul moment din viata sa 
completeaza informatiile, explica si ramane oarecum fidel acestei idei; aceasta idee este aceea 
de a contopi arta cu viata, de a accepta reducerea sensurilor la nimic fara a cere nimic in schimb. 

Cele sapte manifeste sunt urmate de doua texte care se dezvolta in aceeasi linie si 
anume „cum am devenit fermecator simpatic si delicios si „ silogism colonial”. Ion Pop 
consideara ca textele scrise in Lampisterii reprezinta scurte recenzii, note critice, raspunsuri la 
anchete literare din aceeasi epoca, adica 1917-1922. Aceste texte au pe de-o parte un caracter 
experimental ridicand non-sensul la nivel de arta ”aici se gaseste inflamatia deliberata a formei 
aforistice” (Proclamatie fara pretentie), socul provocat de cuvinte (Manifestul domnului AA 
antifilozoful) dar a caror sintaxa nu a respectat intocmai reteta pe care a dat-o pentru realizarea 
unui poem dadaist, reteta care nu a fost respectata nici macar la „realizarea pozei cu acelasi 
titlu „ 6 . 

Iar acelasi autor conchide ca manifestul creeaza o situatie de criza de care profita pentru 
reinventarea si conturarea unei noi viziuni, el devine astfel( chiar daca in cazul nostru Tzara nu 
o recunoaste) un act legitim de cautare a unei identitati colective din care se vor hrani directiile 
dada. 

Folosind defectele unui stil publicitar polemic, dada muta elemente jurnalistice in 
planul dadaismului literar hartuind parca lumea artistica si nu numai. Se infiinteaza un stil nou, 
intrigant dar atragator pentru publicului larg, bazat pe reclama, pe anunful ambiguu cu litere de 
o §chioapa, pe §tirea de ultima ora falsa etc. 

in manifestarile veritabile dada, opera poetica se reducea la acte instantanee, poetul se 
departa de orice urma de literatura si ’’imprumuta mijloace specifice din teatru pentru a-si lucra 


5 ”un manifeste est une communication faite au monde entier, ou il n'y a commepretention que la decouverte du 
moyen de guerir instantanement la syphilis politique, astronomique, artistique, parlementaire, agronomique et 
litteraire ” Tristan Tzara, « Dada manifeste sur Tamour faible et Tamour amer », Dada est tatou. Tout est Dada, 
p.224. 

6 Abastado Claude, Le manifeste Dada 1918 un tourniquet, in revista Litterature nr.39, 1980, p.39-46 
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cvcnimcntul”7 .Elementarul domneste iar arta poate sa existe doar cand nu este filozofie, 
construidu-se cu propriile elemente ”Sa te Iasi infuentat de elementele de create inseamna sa 
fi artist. Elementele de arta numai artistul le poate descoperi. Ele nu fac dovada arbitrului 
personal; individul nu este o entitate separata iar artistul este interpretul energiilor care 
formeaza elementele lumii ”8. 

Manifestul dada 1918, citit la Zurich (sala Meise) in data de 23 martie 1918, apare 
in Dada 3, Zurich, decembrie 1918. Poate fi considerat absurdul in stare pura, este actul 
fondator al ’’esteticii” dadaiste care va cunoastc o popularizare intcrnationala intrucat Piccabia 
va veni in Elvcpa sa-1 cunoasca personal pe Tristan Tzara, iar Andre Breton il invita in Franca 
vazand in aceasta abstractizare si absurdizare, sensul noii ere literar-artistice. 

Acest manifest nu a fost scris pentru a explica burghezimii ce insemna dada, ci Tzara 
scrie acest manifest sa-si exprime viziunea si emotia, inspiratia si motivul pentru care traieste. 
El arata ca este omeneste sa nu fii in acord cu lumea asa cum este la fel de omeneste sa arati cu 
degetul actele de ipocrizie ale societatii modeme Find cu totii o adunatura de scalvi in 
legalitate. Tzara refuza logica, lupta lui nu este indreptata doar impotriva a ceea ce el numeric 
’’laboratorul fonnal” al esteticului: arta, literatura, ci impotriva tuturor lucrurilor, inclusiv a 
modului ’’traditional de viata”. 

Intentia sa este de a distruge ’’sertarele creierului si a ordinii sociale”, ”sa mature si sa 
curete”deci nevoia de schimbare este dorita in toate domeniile, institutiile sociale dar mai ales 
este o lupta pentru a schimba modul de gandire al oamenilor. Este evident faptul ca in primul 
rand il preocupa sa schimbe partea estetica insa prin faptul ca el extrapoleaza aceasta dorinta 
de schimbare si in ordinea sociala ni se pare ca aluneca intr-o sfera utopica , latura care este 
de multe ori prezenta in manifeste . 

Aici Tzara arata cu degetul catre burghezimea, care dupa parerea sa este singura 
vinovata de odiosul razboi, dar si pentru standardizarea curentelor artistice, a scolilor care se 
promovau si-si asigurau o siguranta in arta, afirmandu-se si apoi tragand foloasele materiale. 
Omul lui Tzara trebuie cautat in noroi in transeele razboiului, fara a acorda nici un vot de 
incredere politicii, comunitatii si oricarei fonne de organizare, iar pentru aceasta trebuie sa-ti 
impui negarea oricarui principiu . 


7 J. Riviere, Reconnaissance a dada , NRF, Paris 1920 p 400-401 

8 R. Hausman, H. Arp, I. Pougny, Moholy-Nagy, De Stijl, no. 10, Berlin ,oct. 1921, traducere in franceza de Marc 
Dacy si Corrine Graber, in romana traducerea noastra 
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Textul manifestului, presarat cu alaturari surprinzatoare de cuvinte este si el supus legii 
hazardului si ne trimite cu gandul la marele haos, la circul universal al inceputului. Spre 
deosebire de celelalte curente de avangarda, dadaismul nu isi propune sa intemeieze o noua 
scoala, cu un program estetic, asa cum era de a§teptat , ci dore§te eliberarea de sub tirania 
dogmelor: ” Eu vorbesc mereu despre mine pentru ca nu vreau sa conving. N-am dreptul sa 
tarasc pe al(ii influviul meu, nu oblig pe nimeni sa ma urmeze. Fiecare i§i /aureate arta sa, in 
maniera sa, cunoscandfie bucuria de a urea ca o sageata spre repausuri astrale,fie pe aceea 
de a cobori in mine unde imbobocesc flori de cadavre §i de spasme fertile. (...) A§a s-a nascut 
DADA, dintr-o nevoie de independents,, de neincredere fa(a de comunitate. Cei ce sunt cu noi 
if pastreaza libertatea. Noi nu recunoapem nici o teorie. Ajunge cu academiile cubiste §i 
futuriste, laboratoare de idei formate. Arta servepe la acumulat bani sau la a-i g&dila pe 
dragufii burgheziT'9 

Insa nu doar tiraniei formei i se adreseaza dada, ci este o lupta dusa si impotriva 
sensului, pentru ca el contesta chiar principiul real i tap i, ba mai mult dore§te cautarea armoniei 
celulei interne:” En dormant a l'art I'impulsion de la supreme simplicity : nouveaute, on est 
humain et vrai envers Vamusement, impulsif vibrant pour crucifier V'ennui. Au carrefour des 
lumieres, alerte, attentif, en guettant les annees, dans la foret”. 

Negarea principiului real i tap i, adica efortul spiritului pentru a ordona lucrurile dupa 
mintea sau inima umana ne trimite cu gandul la nebunie, o nebunie cand nostalgica, cand 
indracita penduland con§tient intre masca si mesaj provocand umorul. Sub nihilismul dadaist 
se intrevede totusi un proiect de revitalizare a actului creativ, actiune ce va interveni dupa 
macel: ”Ne ramane dupa macel speranta unei omeniri purificatc”, intr-o imagine utopica, Tzara 
promite o noua dimensiune artistica. Cu o imaginapc fara limite, dada aduce in planul artistic 
intcrjccpi, onomatopee, care sunt o imitape -exorcista a ma§inilor industriale, sociale si de 
razboi anuland umanul, teoretizeaza asupra noii tendinte din arta ”Noul pictor creaza o lume 
ale carei elemente sunt, in acelasi timp, mijloace, o opera sobra §i delinita, fara subiect. Noul 
artist protesteaza: nu mai picteaza (reproducere simbolica §i iluzionista), ci creeaza direct in 
piatra, lemn, Her, cositor, mase de organisme mobile care pot fi intoarse in toate sensurile de 
vantul limpede al scnzapilor imediate”. 

Multifunctionalitatea dadaista este usor de acceptat pentru ca intreaga lume artistica 
resimtea drama iar aplicind teoria sincronismului reusesc sa reconstruiasca o noua lume 


9 Tristan Tzara, op.cit. Editura Univers, Bucure^ti. 1996, p. 39 
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accesibila tuturor , o lume naiva, de inceput care se confunda cu viata insasi. Dintotdeauna a 
existat o stransa rela^ionare intre istoria artei, cea literara si cea a a umanitatii,, epoci diferite 
creeaza o arta diferita, are loc o actiunc de intrepatrundere a caracterului epocii cu cel al 
diferitelor popoare”, spunea H. WolffinlO , rclaponarc pe care dorim sa o cvidcnpcm si in 
cercetarea propusa prin studierea influentelor pe care programul dadaist le-a exercitat asupra 
diferitelor medii artistice . 

Manifestul domnului AA antifilozoful, citit la Grand-Palais , Champs-Elysees in data de 
5 februarie 1920 apare in revista Littterature, n°13, mai 1920, reluat in La Deuxieme Aventure 
celeste de M. Antipyrine si Domnul AA antifilozoful ne trimite acest manifest, citit la 
Festivalul Dada , Sala Gaveau, in data de 26 mai 1920, apare in revista 391, n°8,iuliel920 il 
introduc in scena pe domnul Aa filozoful. 

Odata cu crearea acestui personaj intram in cecul vicios in care elementele se suprapun 
si se identified intr-o oarecare rnasura. Tzara 1-a creat pe domnul Aa sau domnul Aa este 
creatorul? pentru ca si unul si altul creaza opere semnate cu numele celuilalt. Acest domn 
devine dublul autorului: proprietar al unei mic intreprinderi, fabricant de produse 
manufacturiere, este deopotriva fabricant si de teorii savante, a unor produse dada deci. Descris 
banal intr-o camera de hotel, el cunoaste solitudinea si plictisul dar si placerile vietii, alte 
ipostaze il arata amator de pictura si organizator de expozitii , platitor de taxe , asteptandu-si 
scrisorile ,deci dominat de „viata organica „ u 

Filozofia invechita este considerate sclerozata si domnul ” Aa antifilozof Eu-tu afirma 
din ce in ce mai mult ca fara aripi fara dada el este cum este ce vreti voi, el isi uita picioarele 
si vocea in pat, uita uitarea si devine inteligent”, iar vechile idei sunt”sperma artificiala obtinuta 
prin mijloace usoare”.Tot el, exploreaza gandirea primitiva in stare gazoasa adica intr-o 
imagine care se defineste conluzionand ca nu vom musca niciodata destul de tare din propriul 
creier”. 

Apoi Tzara doreste instaurarea a ceea ce critica literara a numit Aa-ism, un fel de 
solipsism 12 de care nimeni si nimic nu se poate atinge; Aa-Tzara dorind doar manifestarea 
elementarului chiar daca da nastere la antinomii. Adversar al filozofiei ce se multumeste ca 
dadaistul „sa nu stie sa scrie , sa citeasca sau sa gandeasca” dl Aa are o gandire filozofica 


10 H.Wolffin, Principii fundamentale ale istoriei artei, Ed. Meridiane, Bucure^ti, 1968, p.23. 

11 Henri, Behar in Tristan Tzara, DADA EST TATOU TOUTESTDADA , Flammarion, Paris,1996, pl9 

12 SOLIPSISM s. n. Conceptie fdosofica idealist-subiectiva potrivit careia singura realitate ar ft eul, constiinta 
individuala, intreaga lume exterioara existand numai in aceasta constiinta. - Din fr. solipsisme. 
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proprie „ Daca exista un sistem in lipsa sistemelor -cel al proportilor mele-eu nu-1 voi aplica 
niciodata.” 13 

Viata i se pare acestui filozof totusi ceva atractiv nu este bantuit de ganduri sinucigase, 
pentru ca preda gandirea si actiunea spontanului fiindca dadaul este in cautarea bunatatii pure 
a oamenilor. El a facut o descoperire interesanta ca „tot ceea ce face este productie, vibratie 
vizuala si sonora si pentru acest motiv merita atentia oamenilor” 14 revenind iarasi si iarasi 
asupra imaginii in care el orchestreaza circul universal antifilozofia sa. 

Pe de-o parte, asa cum am vazut mai sus Tzara se declara impotriva oricarui formalism 
literar, dorind reducerea la tabula rasa a manifestarilor artistice , insa in mod paradoxal se 
serveste de manifest pentru a ajunge acolo unde isi doreste folosindu-se deci de o forma 
consacrata de discurs. Retorica pragmatico-dogmatica a manifestului este aici inlocuita de o 
retorica batjocoritoare, nihilista care perturbeaza ordinea interna , care ironizeaza dar si se 
autoironizeaza. 

Ba mai mult pentru inceput il si prezinta ca atare avand afise-program care anuntau 
evenimentele facandu-se astfel inteles de catre public. Pentru difuzarea lui in toate mediile 
vizate Tzara recurge la mai multe metode : spectacolul de scandal, publicarea in reviste 
destinate publicului cosmopolit de intelectuali, iar pentru a se asigura ca infonnatia va ajunge 
acolo unde trebuie propune pentru revista Dada 3 doua editii, una ce costa 1,5 franci ,iar alta 
mult mai scumpa de 20 de franci cu gravuri de Janco si sculpturi de H. Arp 

Deci pentru el, in ciuda reticentelor era important sa se prezinte ca un purtator de cuvant 
a noii miscari iar un alt obiectiv era ca mesajul sa ajunga acolo unde trebuie, solicitandu-i pe 
cei care dorea sa-i transforme incet in adepti. 

Facand parca un pariu cu negatia , Tzara refuza tot presarandu-si textele manifestelor 
cu multa negatie din care am reusit sa reperam elementele obisnuite gramaticale prin folosirea 
elementelor ”ne ...jamais”, ” ne ....pas”, ”ne ...plus”, negatia lexicala ’’personne”, ”rien”, dar 
si prin adaugarea unor atribute negative cuvintelor : non non-moi sau non-plus-ultra, anti 
Antipyrine, antidogmatisme, antiphilosophe,etc. Folosirea oximoronului amplified nihilismul 
manifestelor punand pe picior de egalitate termenii de genul : ordre=desordre, moi=non-moi, 
affirmation =negation . 


13 Tristan Tzara, idem, pl9 

14 Henri, Behar, op. cit. p23 
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Textele manifestelor lui Tzara nu trebuie intelese doar din perspectiva programatica , 
acesteia i se adauga dimensiunea poetica , cea care le apropie foarte mult de textele poetice 
produse in aceasta perioada , ele se asociaza asa cum a observat Ion Pop intr-o ’’cadenta 
specified a poeziei si imagini caracteristice” 15 , la care se adauga limbajul ’’oratorului ce-si 
asuma discursul ca pe o experienta proprie, o angajare personala, un mod de a-si traii ideile” 16 
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Abstract: Toni Morrison's The Bluest Eye commandeers the merits of an ideologically intricate 
narrative that fosters brutally natural instincts, manifesting themselves through both internalized and 
externalized racism, distorted identity, absurd patterns of social hegemony that trigger and fuel a 
regime of explicit and absurd ideologies that seem eager to define and defile the racial dynamics of 
Homo Sapiens peer bonding, setting everything against a strong and truthful backdrop of trauma and 
intense psychological suffering. This paper aims at establishing how arbitrary misrepresentations of 
the concepts of beauty and identity can lead to intense spiritual misery, volatile segregation, sexual 
violence and confusion, and ultimately definitive madness generated by the intrinsic inability to achieve 
impossible standards and objectives of happiness. 
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The structural balance of the novel is heavily reliant on the victimization of innocents 
stemming from the seemingly unstoppable and indiscriminate juggernaut of racism which not 
only marginalises but also tears individuals asunder. Love and affection stand as unattainable 
paradigms of prohibited humanity since society is not a vector of unity but a matrix of 
separation and humiliation. Morrison’s characters are ostracised, crushed, taught to hate the 
very idea of their individual self, forced to function 

In a world defined by its blackness and by the surrounding white society that both 
violates and denies it. The destructive effect of the white society can take the form of outright 
physical violence, but oppression in Morrison’s world is more often psychic violence. She 
rarely depicts white characters, for the brutality here isles a single act than the systematic denial 
of the reality of black lives. (Davis, 1990: 7). 

Aesthetic principles are brought into focus as Toni Morrison utilizes one of the novel's 
central characters, Claudia, whose narrative voice is able to beautifully but tragically capture 
Pecola's essence of suffering, while at the same time sounding a generalized warning that 
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transcends the storyline structure and flows into the epistemologies of real life, referring to the 
dangers of crippling and debilitating social and racial environments corroborating this 
ensemble of negative factors with a disconcerting lack of maternal and paternal support: 

She was so sad to see. Grown people looked away; children, those who were not 
frightened by her, laughed outright. The damage done was total. She spent her days, her tendril, 
sapgreen days, walking up and down, up and down, her head jerking to the beat of a drummer 
so distant only she could hear. Elbows bent, hands on shoulders, she flailed her arms like a bird 
in an eternal, grotesquely futile effort to fly. Beating the air, a winged but grounded bird, intent 
on the blue void it could not reach— could not even see—but which filled the valleys of the 
mind. (Morrison, 186) 

Given the substantial amount of abuse she suffers at the hands of her mother and above 
all her father, it is not very surprising to see Pecola, the female protagonist, fall prey to either 
the indifference or the malice of animalistic strangers. She can find no solace in her fellow 
human beings as her mental pathology, her biological awkwardness attracts external hostility 
like a magnet, eliciting hatred rather than empathy, based on the instinctual mechanism that 
compels all animals, including man, to force the elimination and enforce the isolation of 
potentially maladive members, thus somehow ensuring the security and integrity of the 
collective genome, nipping any chance of a contagion or infestation in the proverbial bud. 
Internal suffering and external traumatic events formulate the perfect recipe for irreparable 
mental and spiritual damage and applicative displacements. The grotesque physical 
manifestations of her mental condition bring forth nostalgia via the more than obvious 
associations with a fatally wounded bird that will never again kiss the sky in exuberant beauty 
and hope. Her fate is sealed and the mentioning of the drum beat would suggest some sort of a 
musicality to her mental demise, a structurally stable dirge that is now the uncompromising 
soundtrack to a life without hope, forever lost in the dark valleys of the defeated mind. 

Submitting to the brutally relevant realities of their literary craft, as it applies to women 
characters in African American literature, Toni Morrison accepts that certain aesthetic ideals 

cannot be reached, being existentially alien to black people - for example, the ideal of 
blond beauty or the ideal enshrined in the cult of true womanhood. The racism inherent in both 
ideals destroys those who strive to achieve them, and the inner destruction expresses itself in 
the form of striving for the ideal. The standard of beauty that exalts the blond woman is 
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everywhere in American society. The black woman is thus, by definition, excluded from the 
beautiful. (Weever, 1991: 97) 

The black women in The Bluest Eye , are constantly and systematically made victims to 
unattainable and elusive values of a collective conspiracy of rejection and humiliation. All 
sense of belonging is removed and the struggle for integration is reduced to nothing more than 
irrelevant movements among the quick sands of an unaccepting social hierarchy. 

Pecola's fall into nothingness is not the direct consequence of some decisive event. Her 
descent is gradual and comes as the result of an accumulation of factors. Invisibility is an 
important contributor to her downfall, setting in motion inner feelings of worthlessness and 
inferiority complexes that prohibit her from detecting the value of her own humanity. Choosing 
to see herself through the indifferent blindness of other people is the equivalent of a negation 
of the self, and by accepting the imagery formulated by her malevolent peers she sets out on a 
journey that can only produce negative psychological consequences: 

She pulls off her shoe and takes out the three pennies. The gray head of Mr. Yacobowski 
looms up over the counter. He urges his eyes out of his thoughts to encounter her. Blue eyes. 
Slowly, like Indian summer moving imperceptibly toward fall, he looks toward her. 
Somewhere between retina and object, between vision and view, his eyes draw back, hesitate, 
and hover. At some fixed point in time and space he senses that he need not waste the effort of 
a glance. He does not see her, because for him there is nothing to see. (Morrison, 2004:47) 

The relational framework between Pecola and Mr. Yacobowski is heavily reliant on 
patterns of opposition ensuing from differentiations of race, age or gender. Even on a financial 
and spatial level we bear witness to a clash between pseudo-poverty and established financial 
stability taking place inside a spatial matrix controlled by the small business owner. This 
strategic advantage and the arbitrary vectors of differentiation mentioned earlier make the 
shopkeeper gain an aura of insipid superiority manifested through selective blindness, a status 
quo uncontested by the little girl who is in the desperate pursuit of visibility, blaming and 
tormenting herself for the narrow-minded views of someone who in all honesty should display 
maturity and wisdom rather than mindless and purposelessness discrimination. 

Yakobowski sees Pecola as the lesser being when in fact he lacks the necessary moral 
prerequisites attributed to advanced versions of enlightened humanity. He is passively 
aggressive towards the little girl because of gregarious manifestations of instinct but also 
because he himself feels insecure and seeks cultural reassurance by undermining the vulnerable 
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yet honest openness of a pure young girl who just wants to connect on a fundamentally human 
level and forge some semblance of a meaningful human bond, ever so eager to share a smile 
or a gentle look. The world however is not built in this fashion and all that is defenseless and 
pure must be dragged into the vile pit of social perdition, erasing from our eyes, our minds and 
our so-called souls the few individuals who can actually make the world move towards a 
brighter, more innocent tomorrow. 

Racism in the novel is not only inter-racial but also intra-racial as it is clearly evident 
from the treatment poor Pecola suffers at the hands of the ignorant black children who torment 
our defenseless protagonist: 

They had extemporized a verse made up of two insults about matters over which the 
victim had no control: the color of her skin and speculations on the sleeping habits of an adult, 
wildly fitting in its incoherence. That they themselves were black, or that their own father had 
similarly relaxed habits was irrelevant. It was their contempt for their own blackness that gave 
the first insult its teeth. They seemed to have taken all of their smoothly cultivated ignorance, 
their exquisitely learned self-hatred, their elaborately designed hopelessness and sucked it all 
up into a fiery cone of scorn that had burned for ages in the hollows of their minds. They danced 
a macabre ballet around the victim, whom, for their own sake, they were prepared to sacrifice 
to the flaming pit. (Morrison, 61) 

The reasons for which they engage in pathetic expressions of insult are nothing more 
than frail excuses, immature pretexts that actually hide a deeper, more substantial motivation 
that actually has nothing to do with Pecola. They pick on the girl because they need an outlet, 
a release from the hatred they foster against themselves, their blackness. The boys are ashamed 
of being who they are so they find somebody weak, a defenseless young girl who can give them 
some sense of empowerment, allowing them to shift some of the focus and shame in an almost 
ritualistic artistic expression of early human degradation. The boys' "macabre ballet" is similar 
to the attack protocols of hyenas in the wild, circling the wounded prey, creating a space of 
constricting oppression, using numerical advantage and unrelenting persistence in order to 
make their target tired and disoriented. Associating animalism with the behavior habits of 
young children signals Morrison's deep distrust in the human condition, expanding certain 
mental analytical protocols so as to encompass a fully functional, global human dynamic of 
hatred, self-hatred and exploitation. 
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An aesthetic rehabilitation of the myriad of subjective factors which influence and 
ultimately determine the perception and understanding of beauty brings into focus the 
conundrum that is Maureen Peal. The girl is a virtually identical replica of Pecola, with the 
exception that she has a lighter skin tone. This minor differentiation in melanin levels should 
theoretically go unnoticed, offer nothing to the general portrait of pertinent aesthetic protocols, 
yet it appears to make all the difference in the world: 

If she was cute—and if anything could be believed, she was—then we were not. And 
what did that mean? We were lesser. Nicer, brighter, but still lesser. Dolls we could destroy, 
but we could not destroy the honey voices of parents and aunts, the obedience in the eyes of 
our peers, the slippery light in the eyes of our teachers when they encountered the Maureen 
Peals of the world. What was the secret? What did we lack? Why was it important? Jealousy 
we understood and thought natural—a desire to have what somebody else had; but envy was a 
strange, new feeling for us. And all the time we knew that Maureen Peal was not the Enemy 
and not worthy of such intense hatred. The Thing to fear was the Thing that made her beautiful, 
and not us. (Morrison, 70) 

The fact that Maureen's vaguely different coloration of the epidermis makes her special 
is based on the reductive, false assumption shared by blacks and whites alike throughout the 
novel that whiteness can be equated to perfection and the whiter you are the better off you are. 
Morrison tries to subtly mock this mental modus operandi, placing the proverbial blame on 
chronotopic contextualization, but at the same time she has to acknowledge the concrete 
seriousness of the situation. If whites are directly interested to promote this false ideal of 
beauty, the author is baffled as to why black people would be so eager to embrace a doctrine 
that promotes and rationalizes their own inferiority. This absurd undertaking does ultimately 
find justification in a deep seeded inferiority complex, aggressively implemented through 
centuries of continuous and malignant oppression. Maureen is by no means superior to Pecola, 
nor is any white girl for that matter, the instrumentality of the situation is strictly related to both 
exterior and interior observations of beauty which originate from arbitrary social norms that 
have nothing to do with genetics or spiritual evolution. 

Pecola's existence is dominated by angst, generated by strangers, white and black alike 
and exacerbated by her immediate family, by her mother and father, who instead of being her 
protectors become her tormentors, venting personal frustrations on what is supposed to be the 
fruit of their undying love for one another, generating constant pockets of spatial suffering. 
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Returning to social hostility we bear witness to the emergence of a mild case of agoraphobia 
affecting our protagonist, perhaps a simple defense mechanism designed to help avoid social 
entanglements by trying to steer clear of social interactions altogether, though Pecola will 
conclude such a course of action would be unfeasible, and meeting factors of hostility on a 
daily basis is sadly enough a necessary evil: 

Outdoors was the end of something, an irrevocable, physical fact, defining and 
complementing our metaphysical condition. Being a minority in both caste and class, we 
moved about anyway on the hem of life, struggling to consolidate our weaknesses and hang 
on, or to creep singly up into the major folds of the garment. Our peripheral existence, however, 
was something we had learned to deal with—probably because it was abstract. But the 
concreteness of being outdoors was another matter—like the difference between the concept 
of death and being, in fact, dead. Dead doesn’t change, and outdoors is here to stay. (Morrison, 
19) 

Linking spatial vectors of relevance to an individual's internal metaphysical condition 
is a blatant testimony of Morrison's belief that the localization of matter is inextricably attached 
to the energy impulses, the unseen forces that govern both destiny and free will. As individuals 
we do indeed possess free will, though that transcendent strictly human attribute is often 
restricted or even cancelled out by an even more powerful force: luck. To some the term may 
appear abstract, seen as lacking any real substance, but to the author luck is destiny, simply put 
it is all about being bom at the right time in the right place, within the proper family 
environment. Any abdication from this path automatically entails a corrupted, limited 
existence, outside our parameters of control, forcing us to be unwilling spectators within an 
oppressive chronotopic regime that obligates us to accept the burden(s) of our hereditary 
allocations. 

The novel's protagonist, Pecola is caught between a rock and a hard place. On the one 
side a healthy organism is designed to avoid or solve any potential dangers, and seeing how 
every square meter of her outside world is occupied by some generator of aggression, an 
agoraphobic pathology may appear as a reasonable solution. If she avoids those spaces of angst 
then she cannot be harmed or made to suffer in any way. Sadly enough, however, no human 
being is an island unto himself/herself and our genetic pre-programming does not allow us to 
avoid social interaction indefinitely. One instinct will override the other and our protagonist 
will have to re-enter the chronotopic setting designed especially for her breakdown, in perfect 
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tune with the astute sense of awareness which stipulates the fact that we are unable to run or 
hide from destiny forever seeing how life has a fairly unique way of catching up to us. 

Morrison's The Bluest Eye clearly expands a narrative weaving which justifies the 
formation of identity via differential spatial and temporal delimitations. The novel however is 
not solely committed to this analytical direction and also explores the possibility of how a 
distinct individual could in fact make a strong impact on his or her milieu. This hypothesis may 
appear encouraging, however the author opts to focus on negative impact and consequently 
grants voice to Junior's mother Geraldine on this particular issue, permitting a vicious and 
malevolent portrayal of Pecola based on moronic personal observations and unjust 
generalizations: 

They were everywhere. They slept six in a bed, all their pee mixing together in the night 
as they wet their beds each in his own candy and-potato-chip dream. In the long, hot days, they 
idled away, picking plaster from the walls and digging into the earth with sticks. They sat in 
little rows on street curbs, crowded into pews at church, taking space from the nice, neat, 
colored children; they clowned on the playgrounds, broke things in dime stores, ran in front of 
you on the street, made ice slides on the sloped sidewalks in winter. The girls grew up knowing 
nothing of girdles, and the boys announced their manhood by turning the bills of their caps 
backward. Grass wouldn’t grow where they lived. Flowers died. Shades fell down. Tin cans 
and tires blossomed where they lived. They lived on cold black-eyed peas and orange pop. Like 
flies they hovered; like flies they settled. And this one had settled in her house. (Morrison, 86) 

The imagery Geraldine generates with respect to Pecola and others like her is that of a 
swarm of locusts invading a beautiful and fertile land only to infest it with their purulent nature. 
The little girl's sleep arrangements and the subsequent generalized profiling which ensues 
would indicate a subhuman dimension to the lives of the defenseless and destitute, revealing 
hatred and resentment in the mind of the observer who performs the so-called descriptive 
diagnosis. The girl's version of a potential imaginative space of beauty is met with arrogance 
and distaste, deemed trifle and relevant only to her inferior condition. Geraldine views the 
Pecolas of the world as destroyers of houses, people who poison and defile the very ground 
they inhabit and in her opinion nature itself feels an aversion towards them, refusing to sprout 
new life in the areas they inhabit. Though believing herself to be a righteous Christian, 
Geraldine takes it upon herself to deny an innocent child access into the house of God, believing 
our protagonist would only be "taking space" from proper children who are far more deserving 
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than her. The fact that shades fall down when one such child passes by a civilized household 
would also denote a paranoid fear of somehow being infected by the ineffable disease of the 
soul carried by these defeated innocents. 

The pattern of affiliation is expanded in order to incorporate associations with flies, 
indicating a close proximity to pestilence, death and perhaps even the lord of the flies himself. 
Morrison allows the manifestation of such a grotesquely distorted perceptions of reality not 
because she agrees with the demented woman's analytical prowess, she does it out of the 
creative and moral imperative compelling her to expose the darkness in people's hearts, in the 
hope of ending the tyranny of preconceptions through catharsis and a balanced approach to life 
she is more than willing to share with her readership. 

Pecola's path to trauma is most certainly fueled by the intrepid members of her 
community, but it is her mother and father who utterly crush and destroy her. Her family should 
provide a protective spatial district of love and hope, a buffer zone between their little girl and 
the harsh realities of the world, but instead they shroud her in poisonous and toxic behavior by 
sexually molesting her (the father), and refusing to love and support her (the mother). The 
father's ultimate manifestation of hatred and parental evil is closely linked to contextual spatial 
proximity and certain safe areas where he can reveal his monstrosity. They say a man's house 
is his castle, and Cholly Breedlove takes the concept of primae noctis to sickening heights by 
raping his daughter inside a spatial perimeter he feels he is lord of. The man is nothing more 
than a despicable coward who vents up decades of frustration and hatred on an innocent girl he 
was supposed to protect, and for some reason Morrison wants us to be aware of the time and 
place that made a helpless man into a faceless beast: 

Afraid of running into Darlene, he would not go far from the house, but neither could 
he endure the atmosphere of his dead Aunt’s house. The picking through her things, the 
comments on the “condition” of her goods. Sullen, irritable, he cultivated his hatred of Darlene. 
Never did he once consider directing his hatred toward the hunters. Such an emotion would 
have destroyed him. They were big, white, armed men. He was small, black, helpless. His 
subconscious knew what his conscious mind did not guess—that hating them would have 
consumed him, burned him up like a piece of soft coal, leaving only flakes of ash and a question 
mark of smoke. He was, in time, to discover that hatred of white men—but not now. Not in 
impotence but later, when the hatred could find sweet expression. (Morrison, 137) 
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The author's decision to show how a simple young man can be turned into a fiend as a 
result of trauma, offers us much needed psychological insight into the birth of mental 
monstrosity. Breedlove may very well be an abomination, but Morrison shows us that we are 
not bom evil, it is our surrounding environment that makes us who we are. Cholly's sexual 
grotesquery directed at his daughter stems from his first sexual experience decades earlier, 
when he had been forced to have sexual relations with a woman under the supervision of two 
deranged white men. Feeling utterly disempowered and emasculated, he appears to find refuge 
in the restorative space of his aunt's home, afraid to confront his male aggressors. His weakness 
drives him to allocate some blame unto Darlene, who is as much a victim as he is, and perhaps 
even more so, considering it was his duty to protect her. The misguided hatred he feels towards 
her is not successfully materialized because of the honest sense of shame he experiences every 
time he lays eyes upon her, however all of the filth inside him would be allowed to fester for a 
later time and space, rearing its ugly, deformed head through the incest which would find 
Pecola as a more than acceptable victim, inside what should have been a protective and 
nurturing chronotope. 

Pauline Breedlove's utter lack of love, empathy, sympathy or support for her daughter 
is the consequence of her desire to swap on space for another, to be a part of the white world 
even if only as a meager servant. She views Pecola as an anchor around her neck, binding her 
to the realm of the unwanted blackness she is so eager leave behind. The incident with the pan 
at the white man's house where Pauline works, and the double standard of procedural 
interaction applied to the white girl and her own daughter is highly indicative of her dedicated 
allegiance to a certain pattern of spatial causality and all the subsequent existential modifiers 
that might ensue relevant to her respective option: 

It may have been nervousness, awkwardness, but the pan tilted under Pecola’s fingers 
and fell to the floor, splattering blackish blueberries everywhere. Most of the juice splashed on 
Pecola’s legs, and the bum must have been painful, for she cried out and began hopping about 
just as Mrs. Breedlove entered with a tightly packed laundry bag. In one gallop she was on 
Pecola, and with the back of her hand knocked her to the floor. Pecola slid in the pie juice, one 
leg folding under her. Mrs. Breedlove yanked her up by the arm, slapped her again, and in a 
voice thin with anger. (Morrison, 99) 

The trigger of the unfortunate accident that lets Pauline show her true colors is not 
"nervousness" nor is "awkwardness", it is Pecola's profound sense of defeated awareness that 
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she is not wanted by her mother who views her like a burden rather than a little bundle of joy. 
The accident is nothing more than the subconscious expression of a need for closure, a genuine 
desire to get powerful emotions out in the open and overtly learn the truth however painful it 
may prove to be. The verdict as to the true nature of Polly's maternal instincts is most definitely 
delivered, considering the fact that the woman is more concerned with the stains on the white 
girl's dress than she is with the burns that are ripping through the flesh of her daughter. There 
is no room for maternal sentimentality in the dare I say undead, cold and selfish heart of 
Pauline. The woman is nothing more than a mindless drone who would gladly see her child, 
her own flesh and blood tom apart by the ravages of fate if that meant an illusory better life for 
herself in a white world she devoutly reveres as idyllic. 

The combination between external aggression at the hands of malicious strangers and 
the crippling impact both her parents have on her, set against the backdrop of omnipresent 
spatial areas of perpetual aggression provide the framework for an existential perfect storm that 
annihilates Pecola's frail psychological construct, thrusting her towards a maladive delusional 
architecture. She no longer possesses any meaningful roots, losing trust in the merits of human 
togetherness, forever alone forever, forever what Homi Bhabha called "unhomed": 

To be unhomed is not to be homeless, nor can the "unhomely" be easily accomodated 
in the familiar division of social life into the private and public spheres. The unhomely moment 
creeps up on you stealthily as your own shadow... The recesses of the domestic space become 
sites for most intricate invasions. In that displacement, the borders between home and world 
become confused: and, uncannily, the private and the public become part of each other, forcing 
upon us a vision that is as divided as it is disorienting. (Bhabha, 1994:9) 
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Abstract: This essay aims to present ideas that define epistolary polemics between E. Lovinescu and 
Felix Aderca, a literary controversy in the Romanian literary area during the interwar period. 
Indispensable component for entering in the purposes of internal and external biography, especially, 
the correspondence of the critic E. Lovinescu reveals ''unknown aspects regarding the man, the literate 
and his period.In the epistolary polemics between E. Lovinescu and Felix Aderca, the critc is 
displaying of high capacity on sustaining his points of view. Both the main topics of controversy and 
"the mood of the two" are concentrated in a few documents: Epistle of Felix Aderca sent to critic which 
takes the form of a "polemical and claimable reply; Letter-response ofE. Lovinescu to F. Aderca, who 
personally conclude the exchange polemic, away from the public eye, and last but not least, the Misiva 
sent by F. Aderca. The writer F. Aderca was outraged that in the History of the literary ideology, had 
been "diminished the role as a pioneer of modernism, in favour of E. Lovinescu himself, and the latter 
was surprised about the violence of the reaction and concerned defusing it without losing your 
ascendancy." 1 2 At the same time, Felix Aderca's correspondence "has the constancy of a remarkable 
document of literary history,... through the summary of the main themes of the ideas controversies from 
the beginning of the cen tury. " 3 

Key-words: epistolary polemics, E. Lovinescu, Felix Aderca, modernism, Romanian literary area, 
interwar period. 


Episodul polemic dintre E. Lovinescu si Felix Aderca „merita sa fie rememorat, 
deoarece se adauga altor cateva consemnate in istoria literara, in care sunt implicati scriitori 
provocati sau participant la dueluri, in diferite momente ale carierei lor.” 4 Este o polemica 
ascunsa, dusa departe de ochii publicului, putem sa o numim si „cordiala”, cum a denumit F. 


1 E. Lovinescu, Scrisori si documente. Editie ingrijita, prefata, note si indice de Nicolae Scurtu, Bucuresti, Ed. 
Minerva, 1981, p. 5. 

2 E. Lovinescu, Sburatorul. Agende literare. Vol. II. Editie de Monica Lovinescu si Gabriela Omat. Note de 
Alexandru George si Gabriela Omat, Bucuresti, Ed. Minerva, 1996, p. 257. 

3 Ibidem, p. 257. 

4 Mircea Popa, Identificari: contributii siprecizdri documentare, Bucuresti, Ed. Palimpsest, 2012, p. 200. 
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Aderca relatia dintre el si criticul amfitrion. Asadar, aici avem de-a face cu o polemica inedita 
atat prin faptul ca este necunoscuta, cat si prin cordialitatea ei, existand intr-un final imediat o 
impacare intre temporarii adversarii. Faptul ca schimbul de idei polemice „beneficiaza de 
sagacitatea intelectuala a celor implicati” 5 ... e este usor de observat aici. Totodata, „sagacitatea 
e de o parte si de alta; conditioneaza dialogul, ii asigura profdul, complexitatea, ascutisul.” 6 
Asistam la polemica „setoasa”, o enervare pe teme intelectuale, literare care a implicat o serie 
de energii sufletesti data fund si relatia de amicitie si respect dintre cei doi implicati in 
controversy. Acestea fiind spuse, in cele ce urmeaza vom structura studiul nostru in trei parti 
aflate in raport de interdependenta, si anume acestea vor fi: 1. Fragmentul din Istorici literaturii 
romane contemporane; 2. Epistola lui Felix Aderca, trimisa criticului amfitrion; 3. Scrisoarea- 
raspuns a lui E. Lovinescu, adresata prozatorului F. Aderca, care incheie schimbul polemic 
personal, departe de ochii publicului. 4. Misiva trimisa de catre F. Aderca. 

1. Fragmentul din Istoria literaturii romane contemporane 

Cum bine am mentionat in randurile de mai sus, acuzele adresate mentorului deriva din 
iritatia provocata de nementionarea, ce presupunea ca i se cuvine, prin care ii este „diminuat 
rolul de pionier al modemismului, in profitul lui E. Lovinescu insusi,” 7 in partea intitulata: 
Evolutia criticei literare, capital regasit apoi, in volumul Istoria literaturii romane 
contemporane. Toate acestea il imping sa asteama pe foaie, deloc in putine randuri, revolta sa 
sufleteasca amestecata cu o adanca amaraciune. Aici, E. Lovinescu face o serie de referiri la 
activitatea poetica simbolista a mai tanarului sau camarad, dar emite si succinte aprecieri in 
legatura cu lucrarea intitulata: Mic tratat de estetica literara. Autorul plaseaza studiul despre 
Felix Aderca la finalul capitolului inchinat Criticii simboliste. Trecerea de la „relativitatea 
conceptului estetic”, la „conceptia inutilitatii criticii”,in partea de inceput a studiului sau, arata 
concluzia diletanta la care a ajuns F. Aderca. Apoi, prin opozitie inutilitate-utilitate a criticii, 
mentorul Sburatorului isi creeaza discursul critic-interpretativ in defavoarea celui dintai. 
Normalitatea vazuta de el este aceea conform careia este necesar ca arta sa mearga mana in 
mana cu critica, insa cu conditia existentei obiectivitatii („critica propriu-zisa”). in introducerea 
studiului dedicat acestuia, criticul ii recunoaste „polemistului exceselor” faptul ca „a fost unul 


5 F. Aderca, Marturia unei generatii (1929). Prefata si note de Henri Zalis, Bucuresti, Ed. Hasefer, 2003, p. 5. 

6 Ibidem, p. 5. 

7 E. Lovinescu, Sburatorul. Agende literare. Vol. II. Editie de Monica Lovinescu si Gabriela Omat. Note de 
Alexandru George si Gabriela Omat, Bucuresti, Ed. Minerva, 1996, p. 257. 
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dintre primii apSrStori ai fenomenului estetic desfScut de toate elementele cu care, de obicei se 
amestecS. Pentru dansul - adSugS el - punctul de plecare al oricSrei creatiuni artistice e 
personalitatea artistului, iar procesul creatiei, diferentierea. Lupta lui esentialS s-a indreptat 
impotriva caracterului specificului national, a cSrui existentS a negat-o, pe cand in realitate 
exists o emotivitate nationals, si, in cadre largi, caractere specifice nationale. Ele trebuie insS, 
mai intai, circumscrise in generalitatea lor si nu verificate, cum fScea G. IbrSileanu, in amSnunt; 
si, in al doilea rand, trebuie considerate ca valori psihologice si estetice.” 8 In acest sens, F. 
Aderca se intreba retoric: „Se poate vorbi... de «caracterul specific national)) cand opera de 
arts cantS numai glasul propriu al unui suflet care nu poate, care nu trebuie sS se confunde cu 
alte suflete cantStoare?” 9 RSspunsul asteptat vine din partea criticului, cu: „Se poate vorbi, 
negresit. Si insusi d. Aderca o recunostea, in parte, in polemica sa cu Trivale, cand afirma ca 
«din moment ce, punand mana pe condei, poetul a desenat, cu vorbe romanesti (subl. aut.), un 
gand, el, prin acest simplu gand de a-si fi cristalizat sufletul in romaneste, nu mai poate fi un 
«dezrSdScinat». Limba neamurilor are in fibrele ei intreg tezaurul de emotivitate acumulat de- 
a lungul veacurilor si, impalpabil, intre randurile scrise romaneste, parfumul campiilor si 
colinelor tSrii acesteia.»” 10 Asadar, „in Mic tratat de estetica literara, plecand de la primatul 
legitim al esteticului, printr-o serie de disocieri si paradoxuri, d. Aderca a ajuns la conceptia 
puerilitStii artei; plecand de la relativitatea conceptului estetic, el a ajuns la conceptia 
desSvarsitei inutilitati a criticei. Conceptia relativists a valorilor estetice implies, deopotrivS, 
utilitatea criticei; arta fund o valoare evoluabilS, criticul, alSturi, de altfel, de artisti, ajutS la 
determinarea acestei evolutii. FSrS a fi criticS propriu-zisS, adicS cu garantii de obiectivitate, 
de multiplicitate de puncte de contact, de viziune a elementelor esentiale, de gravitate 
profesionalS, scrisS in spiritul unei singure formule estetice, militants si partialS deci, critica 
lui F. Aderca a contribuit si e intr-o mSsurS apreciabilS la deplasarea constiintei estetice spre o 
nouS conceptie in arts, prin mijloace mai mult de insinuare artisticS decat printr-o reals 
atitudine criticS; el a putut lucra astfel la sporirea receptivitStii estetice, intr-o epocS in criticii 
profesionisti se opuneau evolutiei firesti.” 11 Acestea fund transcrise, rezultS cS E. Lovinescu ii 

8 E. Lovinescu, Istoria literaturii romane contemporane (1900-1937). Postfata de Eugen Simion, Bucuresti, Ed. 
Minerva, 1989, p. 38. 

9 Felix Aderca, Povestea albatrosului, in „Spre ziua”, nr. 6, din 15 aprilie 1923 a pud E. Lovinescu, Istoria 
literaturii romane contemporane. Vol. I, Bucuresti, Ed. Minerva, 1973, p. 335. 

10 Polemica F. Aderca - I. Trivale „in marginea poeziei simboliste”, in „Noua revista romana”, XV, nr. 18, 23 
martie 1914 apud E. Lovinescu, Istoria literaturii romane contemporane. Vol. I, Bucuresti, Ed. Minerva, 1973, 
p. 335. 

11 E. Lovinescu, Istoria literaturii romane contemporane (1900-1937). Postfata de Eugen Simion, Bucuresti, Ed. 
Minerva, 1989, p. 38. 
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imputa slabele veleitati de critic literar obiectiv, ponderat in judecatile de valoare. Se constata 
aici si relatia de opozitie dintre „insinuarea artistica” si „reala atitudine critica.” 

2. Epistola lui Felix Aderca, trimisa criticului amfitrion 

In continuare ne indreptam atentia asupra epistolei trimise de catre Felix Aderca, 
incercand sa redam o serie de aspecte relevante. Bunaoara, adresarea este calda, amicala: 
„Scumpe domnule Lovinescu” reluata de altfel la finalul scrisorii. Observam ca textul lui 
Aderca „are consistent unui document remarcabil de istorie literara, cel putin prin 
recapitularea principalelor teme ale disputelor de idei la inceput de secol.” 12 Revendicarile sunt 
construite „caleidoscopic” avand un continut variat de exemple unde lui F. Aderca ii 
recunoastem „natura sa coroziv-incredula.” 13 Ne permitem sa-1 reproducem in datele sale 
esentiale: „Prin origine si prin imprejurari daca nu printr-o fericita intuitie critica, am fost 
printre cei dintai care a putut scrie la noi despre Arghezi, Bacovia si Maniu, cei mai de seama 
reprezentanti ai poeziei noi si despre valorile estetice pure. Am fost cel dintai adept, fara a trece 
la o formulare teoretica generala - care a recunoscut (vezi polemica Felix Aderca - I. Trivale 
in «Noua revista romana», 1914), sincronismul fenomenelor sociale si estetice in diferitele tari 
ale Europei, care a mentinut aceasta idee subliniind-o si completand-o intr-un studiu destul de 
mare din revista «Spre ziua» (aprilie 1913) - baza stiintifica a acestei idei o da in Istoria 
civilizatiei moderne d. E. Lovinescu in 1924 - si poate cu aceeasi forta, in tot cazul o mai mare 
continuitate decat d. O. Densusianu, am opus urbanismului ruralismului literar. impotriva 
confuziei valorilor etnice si estetice am luptat nu numai cei dintai, dar singur (subl. aut.), din 
1913 pana-n 1926, cand se raliaza acestei lupte, cu tot talentul si toata armura sa cerebrala d. 
E. Lovinescu ( Poporanismul anacronic, in «Sburatorul» din 1926). Nu numai in 1914, in 
Noua revista romana, dar in 1922, in foiletoanele ziarului «Lupta» - foiletoane critice in 1926 
si in cercul Sburatorului - in 1923 in revista «Spre ziua», unde apare pentru intaia oara Homo 
aesteticus si in 1925 in «Cuvantul liber», unde apare intaia oara opozitia fatisa etnicul - 
esteticul (sub. aut.), am sustinut singur lupta pentru o ideea atat de impopulara si atat de 
periculoasa. (Atacul dat «caracterului specific)) a pricinuit ruptura cu «Viata romaneasca» - ce 
viitor pentru cariera literara daca nu faceam critica estetica!) 


12 E. Lovinescu, Sburatorul. Agende literare. Vol. II, p. 257. 

13 F. Aderca, Marturia unei generatii (1929). Prefata si note de Henri Zalis, Bucuresti, Ed. Hasefer, 2003, p. 5. 
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Ce loc ocupa toata aceasta activitate in Istoria literaturii romane contemporane scrisa 
de E. Lovinescu, adica de singurul scriitor perfect informat si a carui carte confirma tocmai 
spirtul acestei activitati de critica estetica? Aceasta activitate atat de caracteristica nu ocupa 
nici un loc (subl. aut.). Ea e pentru istoricul nostru inexistenta (subl. aut.): este - constient? - 
din toate momentele in care ar li trebuit sa apara, desi a existat (subl. aut.), desi cu alte cuvinte 
se impunea prin fapt. D. E. Lovinescu care pentru «prezentarea atmosferei epocii» da loc unor 
papagali (Caracostea, Paltinea, Ralea, etc.) nu gaseste loc sa citeze singura (subl. aut.) obiectie 
din punctul de vedere al mutatiei valorilor estetice care se aducea atunci intercomprehesiunii 
lui Duiliu Zamfirescu: Poezia noua la Academie din Noua revista romana, 1914 (desi d. E. 
Lovinescu la pagina 107 intrebuinteaza aproape aceleasi cuvinte lipsite insa, cum e si firesc, 
de savoare istorica). Iar cand ajunge la ultimul balast al poporanismului, «specificul national)) 
d. E. Lovinescu, in loc sa citeze obiectiile singurului adversar in limp (subl. aut.), adica istoric, 
se citeaza pe sine: Poezia noua , vol. 9 din Critice, 1923, noiembrie (nu 1921, cum din eroare 
s-a tiparit in Istoria literaturii romane contemporane). 

Nu voim sa aratam ca d. E. Lovinescu, chiar in acest volum de Poezie noua din 1923 
nu este complet eliberat de confuzia dintre etnic si estetic; nu ne intereseaza pentru moment 
aceasta problema. Dar are o datorie elementara ca singurul (subl. aut.) publicist care intr-un 
sfert de veac a facut cu cea mai mare rigurozitate distinctia dintre valori si a atacat violent cel 
dintai (subl. aut.), cu argumente de estetica pura, iar nu de etica sau sociologie ca domnii 
Mehedinti si Sanielevici, «Viata romaneasca», pentru cea mai grea erezie a ei «specificul 
national)) sa-si aiba locul firesc intr-o leala Istorie a literaturii romane contemporane. Acest 
publicist in lucrarea d. E. Lovinescu este absent. Discutia cu I. Trivale este lasata pentru vol. 
II, unde-si pierde caracterul ei in timp, adica de element in ideologia timpului; revista «Spre 
ziua» din 1923, in care au aparut cele mai scumpe opinii din 1924 ale d. E. Lovinescu - 
fenomenul sincronic al formelor social-artistice din diferite tari, diferentierea artei de «realitati 
nationale)), urbanism etc. - este consemnata intr-o jumatate de linie (subl. aut.); iar «Cuvantul 
liber» din 1925, care a disociat pentru a doua oara(intaia oarain «Noua revista romana», 1914), 
etnicul de estetic - reactiune fatisa impotriva «Vietii romanesti» mult mai de pret decit a d-lor 
Sanielevici sau Mehedinti - nici nu este citat macar! (in aceeasi lucrare domnii Pamfil Seicaru 
si T. Vianu, cu doua articolase devin stalpi de scoala!) Scumpe domnule Lovinescu, (subl. 
aut.)n-am fost orbit de vanitate niciodata si n-am asteptat catusi de putin ca Istoria literaturii 
romane contemporane sa fie un monument maret pentru spiritul estetic incoruptibil al celui ce 
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subscrie scrisoarea. Biruinta ideii noastre care trece - cum stiam de mult ce va fi - la temelia 
istoriei literare romane, imi ajunge. Dar o totala starpire - ma intreb iar: voita? - a activitatii 
mele de critic atat de caracteristice mi se pare ceva atat de uluitor ca, speriat, nici nu indraznesc 
sa-i mai caut vreo explicate. Va rog sa ma socotiti retras din cercul Sburatorul. Spre deosebire 
de T. Vianu si B. Fundoianu, fosti sburatoristi, nu voi uita cat datoresc cercului Sburatorului si 
nici nu voi insulta vreodata orele superioare petrecute acolo. A1 dumneavoastra devotat, F. 
Aderca” 14 

Referindu-se la volumul: Istoria literaturii romane contemporane s-a aratat luat prin 
surprindere si dezamagit de omisiunea de a mentiona detaliat activitatea sa de critica estetica, 
de catre cel pe care ll socotea ca Find „singurul scriitor perfect informat.” 15 

F. Aderca avea o imagine asupra rolului criticului si a criticii, adoptata, dupa cum de 
altfel el insusi marturisea, in urma unei cercetari sau analize prealabile. Aceasta idee o enuntase 
in volumul sau de portrete, interviuri si confidence amintit mai sus: Marturia unei generatii 
(1929). In ceea ce priveste capitolul Poezia noua din voi. Critice, prozatorul F. Aderca nota 
intr-o interogatie in Marturia unei generatii (1929) ca: „E in volumul Poezia noua vreun poet 
a carui insusire fundamentals sa fi fost trecuta cu vederea? Nu da, oare, volumul o imagine a 
poeziei romane contemporane? Caci in volumul al IX-lea din Critice e vorba nu numai de 
simbolism, ci de toate aspectele poeziei noastre de azi.” 16 De fapt in capitolul de mai sus, 
Poezia noua , cu subtitlul Falsul simbolism, E. Lovinescu opina ca „n-au trecut zece ani de cand 
o strofa ca: «Iat-o! / linia ce curge / de la umar la picior / si se-alege, de mi-o caut / visator - / 
dintr-un melc si-un ton de flaut.» ( Unei femei de creta, publicata in «Noua revista romana», 
1914)” 17 ; in care, - nota criticul - prin transpunerea senzatiilor, impresia plastica era redata 
printr-o senzatie muzicala.” 18 Mai apoi, „insusi d. Aderca avea sa mai scrie versuri ca: «Unde- 
i mana care se dezlantuie / Muzica prin aer, palpitand parfum.» (Sonata iubirii); in care senzatia 
auditiva este redata printr-o senzatie olfactiva.” 19 in acest sens, mentorul socotind versurile 
poetului drept perimate in realizarea carora s-a folosit un inventar modest de procedee stilistice 
si poetice, adauga ca „acum zece ani, versurile d-lui Aderca trezeau nedumerire si zambetul 
oamenilor seriosi; ele ne par azi nu numai depasite (subl. n.) dar de o prea mare simplicitate de 

14 E. Lovinescu, Scrisori si documente. Editie ingrijita, prefata, note si indice de Nicolae Scurtu, Bucuresti, Ed. 
Minerva, 1981, p. 17-18. 

15 Ibidem , p. 18. 

16 F. Aderca, Marturia unei generatii, ed. cit, p. 174. 

17 E. Lovinescu, Critice, voi. II. Editie de Eugen Simion, Bucuresti, Ed. Minerva, 1982, p. 233. 

18 Ibidem , p. 233. 

19 Ibidem , p. 233. 
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mijloace.” 20 Bunaoara, comentariile criticului nu sunt dintre cele mai asteptate, dupa cum de 
altfel poetul a observat si nu a intarziat sa obiecteze in cele doua epistole ale sale, in plus, E. 
Lovinescu il cataloga drept reprezentant si promotor al curentului simbolist ca Hind un „spirit 
nelinistit, fara traditie si deci deschis la orice innoire, d. Aderca s-a ridicat pe baricada 
simbolismului; 1-a sustinut teoretic: si-a asimilat unele din procedeele lui: fondul i-a ramas insa 
intelectual.” Tot in viziunea criticului amfitrion, poetul se straduieste in a „distila in marunte 
si gratioase versuri, conceptii filozofice”, in sens diminutival, textele sale poetice fiind niste 
„versurele”. Interpretand versurile poetului, criticul mai adauga ca in unele creatii, precum in 
poemul Panteism, „Obsesia erotica e, in adevar, o realitate de care te izbesti in intreaga opera 
a acestui poet; nu este insa de ordin muzical; ea pare mai degraba, produsul unei sleiri de 
imaginatie; e o nevroza de om modem.” 21 De aici, rezulta faptul ca poetul ar avea o anume 
carenta in ceea ce priveste fantezia creatoare, ceea ce lesne a provocat poetului amaraciune, 
constituind unul dintre motivele care 1-au detenninat sa asteama tumultosul inventar de obiectii 
si revendicari. in opinia membrului Cenaclului Sburatorul, considerable cu o semnificatie mai 
putin justa, enuntate de catre mentor, au fost imboldul care 1-a impins inspre polemica. Scrisul 
sau este animat de o conceptie unitara cea a obiectiei, a revendicarii unor actiuni idei sau 
consideratii critice. In plus, criticul afirma ca: „In poeziile sale din urma ( Adagio, Sonata 
iubirii), eliminand anecdota, F. Aderca s-a indreptat din ce in ce mai mult spre simbolismul de 
esenta pur muzicala.” 22 Pe de alta parte, facand o comparatie cu versurile lui Al. Philippide, 
acesta din urma este apreciat, promovat si singularizat, in defavoarea lui F. Aderca. Aici, E. 
Eovinescu exemplifies aceasta idee critica prin doua versuri ale poeziei Pastel. „Un brad batran 
mormaie in barba / Ca i-au furat culoarea-n miros nucii”; in care in chipul cel mai firesc, 
mirosul are culoare.” 23 In continuare, E. Lovinescu apreciaza ca lui Al. Philippide i se datoreaza 
evolutia liricului romanesc si a relativismului estetic: „Acest singur exemplu ne poate arata 
progresul poeziei romane dar si relativitatea valorilor estetice.” 24 Asadar, comentariul operei 
poetice a lui F. Aderca nu este dintre cele mai pozitive si efectul nu a intarziat sa apara dupa 
cum am observat si vom observa din randurile care compun scrisoare adresate mentorului 
modemismului literar interbelic. 


20 Ibidem, p. 233-234. 

21 Ibidem , p. 234. 

22 Ibidem, p. 236. 

23 E. Lovinescu, Critice, vol. II. Editie de Eugen Simion, Bucuresti, Ed. Minerva, 1982, p. 233. 
24 Ibidem, p. 233. 
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in cele ce urmeaza vom realiza o interpretare a primei scrisori. Astfel, o prima remarca 
a prozatorului tine de faptul ca discutiei sale cu I. Trivale ii sunt dedicate pagini doar in volumul 
al II-lea, din Istoria literaturii romane contemporane, mult prea tarziu in opinia sa si prea 
departe de momentul cand aceasta s-a petrecut, diminuandu-i oarecum din importanta. In acest 
moment, caracteristica anacronica ii este obiectata de catre F. Aderca. Acesta ii considera pe 
Dumitru Caracostea, Pompiliu Paltinea si Mihai Ralea drept „papagali”, comparatie cu rol 
depreciativ ce exprima ca acest gen de persoane repeta mecanic parerile, cuvintele altuia, le 
repeta intocmai, fara sa le patrunda in profunzimea lor. Exactitatea ideilor mentionate in 
scrisoare rezida din caracterul precis (avem inclusiv pagina la care este tratata o oarecare tema 
in discutie), doza de exempli ficari reale din arena sfera literara interbelica. Caracterul de 
singularitate, de unicitate rezulta din arogarea dreptului de a fi singular, din omniprezenta 
persoanei I in expresii de tipul „am fost cel dintai”, „am luptat”, „singurul” etc. Din nou, 
observam ca ofera argumente fimdamentate cu referire la publicatii, articole, volume totul sub 
forma unei inventarieri temeinice. Este deranjat din nou de faptul ca nu i se acorda indeajuns 
de multa atentie, fiind insuficient amintit in volumul Istoria literaturii romane contemporane 
si in acest sens isi dozeaza toata energia in construirea unor obiectii cat mai pertinente invocate 
impotriva acelora care, prin indiferenta, nu au facut decat sa-i subrezeasca imaginea de critic, 
scriitor sau poet. Personalitatile vietii literare interbelice la care face referire in corespondents 
sunt: Pamfd Seicaru, H. Sanielevici, T. Vianu, Ovid. Densusianu, I. Trivale. Acestia nu sunt 
amintiti intr-o lumina favorabila, ci din contra, le sunt aduse numeroase acuze ce tin atat de 
ordin strict literar, publicistic, cat mai ales de ordin moral. Asista la o potentare peste masura a 
meritelor lor, fapt ce genereaza indignare in sufletul autorului Contributiilor critice. Crede ca 
atentia neintemeiata le este oferita atat de E. Lovinescu, cat si de ceilalti literatii ai vremii, ca 
o considerate necuvenita. I se confeseaza mentorului spunandu-i ca nu vanitatea, ambitia 
neintemeiata sau fatuitatea, 1-au detenninat in primul rand sa astearna aceste cuvinte cu vadit 
ton si verva polemice. Constatam recurenta uzitarii timpului trecut: „a ramas”, „a sustinut”, „a 
asimilat” etc. Duritatea termenilor utilizati, a invectivelor, se exemplified prin putini termeni 
ca de exemplu: „starpire” atribuit activitatii sale critice, sensul fiind acela ca in mod intentionat 
sau nu au facut dispara idei enuntate ca rezultat al preocuparii sale critice. Recurenta structurii 
numeralului cu sens adjectival „cel dintai” sugereaza caracterul de preeminenta pe care si-1 
atribuie, ca fiind primul ca valoare, fapt care poate insemna si o dovada de orgoliu personal 
fapt imputat si de critic care credea ca sufera de „personalism”. 
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Finalul epistolei marcheaza o oarecare stare de dezgustare pe care nu ezita sa o declare, 
marturisind: „imi ajunge!” Se confeseaza ca trece printr-un amestec de stari de teama si 
aversiune in acelasi timp. Conchide, cu ponderatie, ca intentioneaza sa renunte in a mai 
frecventa Cenaclul Sburatorul, dar nu inainte de a-si exprima pretuirea eterna pentru cenaclul 
si revista cu acelasi nume, locul care a contribuit decisiv la formarea sa ca literat. Aceasta 
ultima mentiune lasa o posibilitatea unei cai de reconciliere ca dovada a unui profund respect, 
politete si apreciere. 

3.Scrisoarea-raspuns a lui E. Lovinescu, adresataprozatorului F. Aderca, care fncheie 
schimbul polemic personal, departe de ochii publicului 

Despre proprii oponenti E. Lovinescu considera ca reprezinta „riscul asumat al celui 
care vrea o viata literara in stare sa integreze valori, nu sa le dezintegreze.” 25 in continuare, ne 
aplecam asupra reactiei lui E. Lovinescu legat de aceasta polemica, si iata ca, intr-o 
corespondents trimisa lui Felix Aderca, la 27 oct. 1926, ii scrie, ca raspuns unor reprosuri 
adunate intr-o epistola, primita cu 3 zile inainte, pe 24 octombrie: „ca raspuns unor imputari 
adresate de asta data lui, personal, intr-o epistola privata, E. Lovinescu reproba si iesirea cu 
pricina, impotriva lui P. Constantinescu. - Astfel, considera criticul - «recenta d-tale scrisoare 
din Universul mi s-a parut ca nu adera obiectului.»” 26 

in acest sens, criticul consemna in Jurnalul sau, in notita datata identic, urmatoarele: 
„F. Aderca imi scrie o lunga scrisoare prin care, revendicandu-si prioritate asupra ideilor din 
1st. lit. cont. Si gasindu-si rolul netratat in cartea mea, se retrage de la Sburatorul.” 27 Apoi, 
continua insemnarile prin: „Citesc scrisoarea lui Aderca. Toti sunt impotriva lui. Izbucnire... 
antisemita! Aderca a scris scrisoarea dupa ce i s-a dat volumul la tipar!! Socoteala!” 28 E. 
Lovinescu este „surprins de violenta reactiei si preocupat s-o dezamorseze fara a-si pierde 
ascendentul.” 29 Criticul intampina rabufnirea prozatorului in maniera ce urmeaza a li 
prezentata in randurile de mai jos, in care vom reda si parti din scrisoare. Astfel, opina acesta: 
„Conflictul dumitale cu d. Benevisti m-a facut sa constat ca ...; recenta dumitale scrisoare din 
«Universul mi s-a parut ca nu adera obiectului; scrisoarea ce-mi trimiti tradeaza aceeasi stare 


25 E. Lovinescu, Scrisori si documente, ed. cit., p. 17. 

26 Ibidem, p. 17-18. 

27 E. Lovinescu, Sburatorul. Agende literare. Vol. II., p. 20. 

28 Ibidem, p. 20. 

29 Ibidem, p. 257. 
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de enervare si de exaltare.” 30 E. Lovinescu nu va mai avea ocazia de a raspunde deoarece F. 
Aderca nu va face cunoscuta obiectia sa. Capitolul din Istoria literaturii romane contemporane 
pe care criticul i-1 acorda lui F. Aderca este intitulat.- D. F. Aderca - spiritul de disociatie 
aplicat esteticii. 2. Acelasi spirit aplicat criticii. 

In studiul intitulat Poezia noua, cuprins in volumul II din Critice, E. Eovinescu il 
numeste pe F. Aderca drept un „spirit nelinistit”. 31 Autorul Pasilor pe nisip este de parere ca 
observatiile inregistrate de catre F. Aderca sunt determinate de pasiune, avandu-si sursa in stari 
afective intense. Totodata, considera ca acesta nu poseda o imagine veridica a realitatii, a 
situatiei si din acest motiv, acuza, Remarcam faptul ca, pe de-o parte, asistam la o rabufnire 
polemica construita pe argumente clare, iar pe de alta parte sunt un amalgam de consemnari 
care traduc acea parte temperamentala, dezamagirea personala. Gasim interference ale 
polemicii si a pamfletului. In ceea ce priveste, preponderenta acestora in spatiul istoriei literare 
romanesti, se constata ca „pamfletele sunt mai numeroase. Pamfletul e o specie literara. 
Polemica seamana cu o institutie literara. Unul poate fi spontan, cealalta are nevoie de conditii 
precise ca sa se produca” 32 , opineaza criticul Nicolae Manolescu.m 

Cu alta ocazie, E. Eovinescu delimita in articolul: Spirit polemic-spirit pamfletar , cele 
doua categorii din titlu. Se considera ca exista o confuzie intre cele doua tipuri si tocmai din 
acest motiv, se cuvine o lamurirea acestor concepte. Astfel, „desi contine in sine elementul viril 
al initiativei personale, al luptei dure si necrutatoare, tocmai in vederea unui scop agresiv, 
spiritul polemic presupune liniste, stapanire de sine, calcul si strategic, calitati care, daca nu 
sunt rezultatul unui temperament in adevar exceptional...” 33 in plus, „Spiritul polemic nu se 
cultiva la temperaturi inalte, ci numai la temperaturi medii si chiar rece. - Si mai important, 
continua acesta - Spiritul polemic are nevoie de nerv (subl. n.), nu insa si de nervi (subl. n.). 
Nervul are o calitate virila, voluntara, dominanta si dominatoare; el stie ce vrea si merge la tel 
precis; slabiciune feminina.” 34 F. Aderca incepe cu polemica, insa aluneca spre finalul textului, 
spre pamflet, presupunem din cauza dezamagirii direct proportionala cu aprecierea nutrita 
asupra activitatii critice desfasurate de catre mentorul modemismului, dar si cu relatia 
cordialitate dintre cei doi. Nu intamplator, „spiritul polemic nu se consuma in larma inutila de 


30 E. Lovinescu, Scrisori si documente, ed. cit , p. 17. 

31 E. Lovinescu, Critice, vol. II. Editie de Eugen Simion, Bucuresti, Ed. Minerva, 1982, p. 234. 

32 Nicolae Manolescu, Polemica, pamflet, in “Romania literara”, Numarul XXXVI, 5-11 martie 2003, 
http://www.romlit.ro/polemic pamflet . Accesat la 5 octombrie 2013. 

33 E. Lovinescu, Spirit polemic-spirit pamfletar , in „Gazeta literara”, an. XV, nr. 8(799), joi 22 feb. 1968, p. 3. 

34 E. Lovinescu, Spirit polemic-spirit pamfletar, in „Gazeta literara”, an. XV, nr. 8(799), joi 22 feb. 1968, p. 3. 
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cuvinte si in parada de jigniri. El are un scop precis: trezirea in cititor, in opinia publica, a unei 
convingeri, a convingerii lui. Pentru a si-1 ajunge, ii trebuie sa opereze in sanul posibilului, al 
verosimilului, conditia credibilitatii e absolut necesara. (...) Polemica nu e arma spiritelor..., 
ce-si subestimeaza adversarul, ... ci o arma supla logica. [...] Spiritul pamfletar pomeste din 
sentiment, de adreseaza emotivitatii.” 35 Volumul prim din seria Critice (III, 51-53, 1922) aduce 
in discutie capitolul: Problema pamfletului, unde nota ca: „Privim pamfletul... in genere, ca 
efectul lipsei de cultura; ca si lirismul direct, dar in alt sens, este expresia unui sentiment 
neintelectualizat. La oameni de o oarecare cultura el izvoraste totusi dintr-o eroare psihologica, 
eroare asupra eficacitatii violentei. Cuvintele n-au valoare absoluta, intrucat prin uzura, ele 
ajung sonoritati goale, de care nu legam nici un inteles; pentru a-si capata intelesul originar, 
trebuie intrebuintate in mod propriu si cat mai rar. Violenta verbala, ca mijloc unic de expresie 
a gandirii, se condamna prin sine, deoarece abuzul ii anuleaza virulenta. O imensa acumulare 
de invective nu valoreaza pentru mintile echilibrate, cat simpla reflectie, impersonala, dar 
incisiva, a unui om cumpanit.” 36 

De asemenea, in aceeasi ordine de idei criticul si istoricul literar Pompiliu Marcea 
facand referire la opinia lui E. Lovinescu in legatura cu disocierea polemistului de pamfletar, 
considera ca „in mod curent, spiritul critic, polemica, se confunda cu spiritul pamfletar sau de 
vendeta, ignorandu-se distinctiile esentiale. Caci in timp ce arma principals a polemistului e 
demonstratia logica, cea a pamfletarului este temperamentul...In timp ce un polemist trebuie 
neaparat crezul, pamfletarul, de regula nu e crezut. Polemistul veritabil urmareste adevarul, in 
timp ce pamfletarul urmareste persoane. O polemica e intotdeauna in serviciul culturii si 
aspirand sa rezolve probleme, imbogateste spiritul, in timp ce pamfletul pus in serviciul unor 
persoane sau grupuri irita spiritele. Polemica vehiculeaza idei, in timp ce pamfletul vehiculeaza 
de multe ori, barfa si cancanurile... ” 37 

Revenind la analiza pe textul epistolar, remarcam ca E. Lovinescu crede ca scrisoarea 
primita este mai degraba un pamflet, decat o polemica. Tennenii care descriu starea 
temperamental-subiectiva in care se afla la acel moment sunt urmatorii: „enervare” si 
„exaltare”, caci, adauga acesta, „nervozitatea dumitale te arunca intr-o stranie eroare de 
personalism.” 38 Aici, autorul Pasilor pe nisip insista asupra temperamentului sau iritabil, 


35 Ibidem, p. 3. 

36 E. Lovinescu, Critice. Vol. I. Editie de Eugen Simion. Antologie si repere istorico-literare realizate de Mihai 
Dascal, Bucuresti, Ed. Minerva, 1982, p. 310. 

37 Pompiliu Marcea, Necesitatea polemicii, in „Gazeta literara”, anul XV, nr. 1(798), joi, 15 feb. 1968, p. 7. 

38 E. Lovinescu, Scrisori si documente, ed. cit,, p. 17. 
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imputandu-i acest exces iritativ. E acelasi temperament care il impinge intr-o eroare a gandirii: 
„realitatile de deformeaza la dumneata in chip cu totul pasional si poetic...” 39 Tot aici, acesta 
aminteste de E. Lovinescu, despre care si acesta credea ca „a dat o excelenta definitie a 
spiritului pamfletar. Astfel, criticul amlitrion era de parere ca „Desi de esenta tot critica, spiritul 
pamfletar nu pomeste din ratiune, ci din sentiment, de substanta afectiva, nu se adreseaza 
inteligentei, ci emotivitatii; nu vrea sa convinga, ci sa miste. Pornit dintr-o stare sufleteasca de 
exaltare, nu cunoaste argumentatia, logica, verosimilitatea, nuanta: ignorand spiritul de finete, 
procedeaza prin afirmatii masive, globale, fara respectul adevarului. ” 40 

Acesta considera ca textul epistolar trebuie sa apara in vazul lumii, sa fie cunoscut de 
ceilalti: „Cum obiectiile ce-mi aduci n-au un caracter confidential, ci public, astept sa le vad, 
la «Adevarul literar», pentru a le putea raspunde: in ceea ce ma priveste, eu iti voi citi scrisoarea 
in sedinta pentru a se afla cu un moment mai curand ca te-am pradat.” 41 La acuza conform 
careia critica sa ar sta sub semnul subiectivismului, criticul exclude in totalitate acest lucru, 
contraargumentand astfel: „Dar nu ti-ai zis, probabil, ca eu nu fac decat opera de istoric, ca nu 
revendic nimic pentru mine, ca numai rezum mersul ideilor in are n-am avut nici o parte, si ca, 
in aceste conditii, am toate garantiile de obiectivitate.” 42 Considera ca e o etapa de criza, dar e 
una pasagera: „Cred ca apartine unei faze critice.” 43 in alta ordine de idei, ii recunostea rolul 
sau de observator istoric si critic, il asigura de prietenia dintre ei: „cum sentimentele mele nu 
se altereaza, nadajduiesc ca vei veni reveni la o mai justa perceptie a realitatii, pentru a-ti regasi 
pe vechiul dumitale prieten care, chiar cand te fura, te pretuieste.” 44 Si de aceasta parte a 
baricadei se precizeaza faptul ca E. Lovinescu este criticul amlitrion care i-a deschis usa spre 
allrmarea sa, exista o stransa relatie de cordialitate bazata pe sinceritate si loiabtate, apreciate 
de cel dintai. Iar cenaclul Sburatorul si revista cu acelasi nume constituie o rampa de lansare si 
de afirmare a talentelor. In randurile urmatoare, autorul Memoriilor il tempereaza, spunandu-i 
ca in volumul urmator ii va acorda o doza mai mare de atentie „Ce am crezut despre dumneata 
a ramas pentru volumul II, dar nu am depasit-o inainte: rolul dumitale e cordial, desi, conform 
parerilor mele, exprimat. (...) Pentru a te linisti asupra datelor, te previn, ca, daca Poezia noua 45 
a aparut in 1923, cele ce spun la locul citat, pagina 169 au fost tiparite mai intai in «Sburatorul» 

39 Ibidem, p. 17. 

40 Pompiliu Marcea, Necesitatea polemicii, in „Gazeta literara”, anul XV, nr. 1(798), joi, 15 feb. 1968, p. 7. 

41 E. Lovinescu, Scrisori si documente, ed. cit., p. 17. 

42 Ibidem, p. 17. 

43 Ibidem, p. 17. 

44 Ibidem , p. 17. 

45 Studiul intitulat Poezia noua este cuprins in volumul II din Critice. 
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1921, asa cum se citeaza de mine. Si in privinta ideilor dumitale, imi iau obligatia de a-ti 
consacra un volum.” 46 Exclamativ, in finalul scrisorii isi exprima parerea de rau pentru ca s-a 
ajuns la o astfel de situatie tensionata a relatiilor dintre cei doi literati, ceea ce arata pentru inca 
o data faptul ca nu de putine ori pe arena literara, activitatea care cultiva literele, lumea literara, 
poate da nastere orgoliilor de unde nu mai este decat un singur pas pana la aruncarea in lupta. 


4. Misiva trimisa de catre F. Aderca 

in scopul temperarii situatiei, Felix Aderca, iti reia punctul de vedere in urmatoarea 
misiva datata, 27.10. 1926, care vine sa incheie aceasta polemica epistolara. in plus, acesta 
aduce o serie de obiectii suplimentare, exemplificate cu claritate, structural, in prima parte a 
textului. Structura organizatorica a scrisorii este urmatoarea: in prima instanta are loc 
enumerarea acelorasi obiectii ca in cea anterioara, la care urmeaza sa adauge alte exemple in 
care considera ca a fost interpretat intr-un mod depreciativ; dupa care, isi indreapta atentia 
asupra scrisorii anterioare, incercand justificarea unor afinnatii si contraargumentarea altora. 
Observam si diviziunea textului in alineate bine condensate cu argumente, respectiv 
contraargumente sustinute de exemple pertinente. 

in continuare se ofera textul aproape integral al scrisorii: „In scrisoarea mea precedents 
am pus nu un exces de temperament, cat un exces de luciditate. (...) Astfel ca n-are importanta, 
nu intereseaza in scurgerea unei lupte in care fiecare moment isi are semnificatia lui, faptul 
banal ca inaintea mea cu 10-50 de ani aceleasi idei sustinute de mine au fost emise si de altii. 
Sunt convins ca idei de estetica pura si atitudini antipoporaniste gasim si la Arsitotel si la Sf. 
Augustin si chiar in ... d. Ibraileanu. Cum n-am suferit de «personalism» nici cind ati aruncat 
la cos cel mai bun fragment din Domnisoara din strada Neptun, nici cand d. Iorgulescu, dupa 
indemnul dv., imi asasina Tapul in «Sburatorul» la care totusi colaboram, nici cand ati scris 
despre versurile cu mult mai putina caldura decat versurile d-lui Rotica, centaurul Bucovinei, 
nici cand dupa recomandatia dv. Editura Ancora mi-a respins volumul II din Idei si oameni, 
nici cand ati crezut in «Sburatorul» ca Omul descompus e un roman «lipsit de suflet si de legile 
lui», nici cand d. Pompiliu Constantinescu hipnotizatul, care a avut ieri si va avea numai (subl. 
aut.) idei sugerate (ieri de d. Rebreanu si de mine, azi de dv.) a scris in «Viata literara» ca Micul 


46 E. Lovinescu, Scrisori si documente, ed. cit., p. 17. 
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meu tratat de estetica e o biata compilare prezumtioasa - nu as fi suferit de «personalism», nici 
acum, daca ultimul sfert de veac ar fi fost o poem, o comedie sau un roman al meu. 

in scrisoarea precedents am voit sa va spun ca atitudinea mea critica in lupta pentru 
emanciparea valorilor estetice in Romania - in anumite momente precise in care aceasta 
atitudine s-a manifestat caracteristic - in Istoria literaturii romane contemporane scrise de dv. 
nu exista (subl. aut.). (...) In schimb in aceeasi Istorie a literaturii romane contemporane sunt 
citati si amplu comentati niste ucenici si repetitori ca Paltinea, Caracostea, Ralea, Pam (II 
Seicaru etc. Precum v-am scris, pricina acestei omisiuni imi scapa; toata «inteligenta», de care- 
mi vorbeati adesea, in aceasta imprejurare nu-mi ajuta la nimic. 

imbogatit cu o dezamagire mai mult, pe care nu stiu de ce o savurez cu voluptate, v-am 
scris aceste doua scrisori. intrucat era vorba de persoana mea, care avea de la dv. pretentii de 
excesiva informatie, nici nu mi-a trecut prin gand sa aduc aceasta dezbatere. Nu mi-ar fi 
ingaduit-o discretia pe care am invatat-o in cercul Sburatorul. Daca dv. socotiti ca chestiunea 
trebuie adusa intr-o sedinta, o puteti face; in acest caz puteti publica si aceste scrisori. Eu nu 
mai am de adaugat nici un rand si nu voi raspunde nimic. As fi voit ca aceasta dezbatere, sub 
atatea raporturi dureroasa, sa ramana intre doi oameni care s-au cunoscut ani de zile, cordial. 
Si n-am tinut ca aceasta dezamagire, strict personala, sa dea dreptate si sa bucure pe atatia 
adversari ai cercului Sburatorul, a carui amintire imi va fi, cu toate acestea, pururi pretioasa. 
Al dumneavoastra, F. Aderca” 47 

Debutul corespondentei arata ca F. Aderca se disociaza de faptul ca ar fi afirmat ca 
ideile critice enuntate de altii sau de E. Fovinescu i-ar fi apartinut. Stingherit de cele intamplate, 
F. Aderca se arunca in lupta in care tinta principals este contraargumentarea afirmatiilor aduse 
de E. Fovinescu in scrisoarea anterioara. Demonteaza argumentul criticului cum ca mobilul 
actiunilor sale ar fi un „exces de temperament”, ci din contra „un exces de luciditate”, autor al 
unei critici fara menajamente. Astfel, acesta nu isi aroga patemitatea asupra unor idei sau a 
altora si este perfect constient ca predecesorii sai au avut aceeasi constiinta critica, acelasi nivel 
de valori critice ridicate contra poporanismului. 

F. Aderca se intreaba: „Cum n-am suferit de «personalism» nici cand ati aruncat la cos 
cel mai bun fragment din Domnisoara din strada Neptun,...” Redam, in continuare cateva 
randuri critice din Istoria literaturii romane contemporane, unde in capitolul Poezia epica 
urbana, subcapitolul: Epica „ modernista ”, fantezista, pamfletara, liricd, eseistica, pitoreasca 


47 E. Lovinescu, Scrisori si documente, ed. cit, p. 18-19. 
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ii acorda acestuia doua pagini de critica. Dintre acestea, doar 15 randuri sunt alocate 
comentariului critic al romanului amintit adineauri. Astfel, consemna criticul: „Prima lucrare 
epica mai consistent^ a lui F. Aderca, Domnisoara din strada Neptun (1921), este o lucrare 
aproape obiectiva, pe o tema samanatorista, a unei dezradacinari rurale intr-un mediu 
orasenesc. Din fericire, nu e vorba de melancolia vreunui poet ardelean sau moldovean ce 
blestema civilizatia orasului (unde va ajunge ministru) si se doreste «la noi in sat», ci e studiul 
obiectiv, solid facut, al transplanted familiei lui Paun Oproiu din Racari in mahalaua Duduleni 
a Craiovei si, cu deosebire, a domnisoarei Nuta, ce poarta ca o rusine a originii sale rurale 
porecla de „Toapa roscata”.. Mai precis e studiul «mahalalei», nu in sensul satirei caragialesti, 
ci al unei viziuni obiective, cu eroismul si poezia ei... Activitatea scriitorului s-a indreptat apoi 
spre literatura subiectiva si impresionista a «d-lui Aurel», in care spuma gandirii pluteste 
deasupra genunii instinctului, ca ramasitele unei corabii pe locul naufragiului. Am numi aceasta 
literatura: ideologica, prin tot ce-i gandit in ea, prin principiul interior... (...)” Apoi, criticul 
adauga ca: „I-a fost, asadar, harazit acestui prozator inteligent, rationalist, capabil de expresie 
fina si de analiza, sa ne creeze o literatura libertina, fara pasiune reala, dominata de o atitudine 
«superioara», glaciala si ironica de comentator, desprins de lucrurile povestite, exprimata intr- 
un stil ce izbuteste ca prin mijloace simple si prin cuvinte clare sa dea impresia de o poetica 
obscuritate, cernand fumuriul val al departarii peste situatii brutale.” 48 

Tanarul publicist considera ca activitatea sa, angajamentul personal, in promovarea 
valorilor estetice s-a desfasurat la nivel inalt, national, fapt benefic pentru intreg spatiul literar 
romanesc interbelic. Si, cu toate acestea reconsidera ca fixarea activitatii sale in lucrarile 
criticului are numeroase lipsuri. Este putemic deranjat de faptul ca lupta sa impotriva „Vietii 
romanesti”, atitudine pe care o considera ca fiind cea mai de seama, nici nu este mentionata in 
Istoria literaturii romane contemporane. 

La o privire de ansamblu asupra textului, observam ca sunt fraze lungi in care prima 
parte este dedicata condensarii gradate, cu pricepere structurala, a tuturor revendicarilor si 
obiectiilor sale. Din nou se revolta impotriva neaprecierii sale la adevarata valoare. Realizeaza 
o inventariere calendaristica a articolelor si implicit publicatiilor care fac obiectul ripostei sale. 
Este vadit deranjat de faptul ca este putin amintit sau chiar deloc, in timp ce altii, asa-zise 
personalitati sunt „plasate nefericit” si se bucura, pe nedrept, considera acesta, de multa atentie 
din partea criticului in Istoria literaturii romane contemporane. Acestia sunt genul unor 


48 E. Lovinescu, Istoria literaturii romane contemporane , Buc., Ed. Minerva, 1989, p. 220. 
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«colaboratori mediocri, diletanti si veleitari»,” 49 pe care ii numeste „ucenici si repetitori” ca 
„Paltinea, Caracostea, Ralea, P. Seicaru” si altii neamintiti, pe care ii mentioneaza din nou si 
in aceasta scrisoare. Astfel, tonul textului este unul polemic prin alegerea unui vocabular destul 
de agresiv pentru persoanele in cauza pe care le considera nedemne pentru titlurile lor. Emite 
o serie de acuze in vederea combaterii tolerantei acordate nemeritat pe de-o parte, si nedreptatii 
in ceea ce-1 priveste pe el, pe de alta parte. Gasim in cele doua scrisori polemice ale sale, o 
serie de revendicari ce vizeaza dreptatea, echilibrul in punctele de vedere la adresa sa si 
judecata de valoare exacta. in ceea ce-1 priveste pe tanarul sburatorist, toti acestia i-au starnit 
doar oprobiu. Este suparat si aceasta motivatie il determina sa faca toate considerable 
manioase din care rezulta ca lui nu i se apreciaza ceea ce ceilalti din jurul lui nu poseda, si 
anume talentul in stare pura. 

Mai apoi, tonul scrisului sau devine unul al dezamagirii, mergand pana la dezgust. 
Catalogheaza totul drept „o dezamagire” care ii afecteaza constiinta. Felix Aderca numeste 
polemica drept „dezbatere” si raspunde dorintei criticului de a o arata publicului si de a o 
lectura in cadrul uneia dintre sedintele Cenaclului Sburatorul opinand ca initial nu a avut 
intentia de a o expune public, aceasta datorita comportari retinute si pline de tact pe care a 
deprins-o trecand pragul cercului literar. Cu toate acestea, ii ofera criticului libertatea de a o 
prezenta in cadrul unei sedinte daca doreste acest lucru sau, mai mult poate sa le si publice, dar 
nu inainte de a insista in a-1 persuada ca trebuie sa-i fie apreciata activitatea la justa ei valoare. 
Acestea fund spuse, declara ca nu mai are nimic de adaugat in aceasta polemica si daca va fi 
nevoit sa raspunda, nu o va face. In plus, apreciaza ca aceasta polemica este „sub atatea aspecte 
dureroasa” si produce amaraciune. Totusi, conchide ca s-ar cuveni ca dezbaterea polemica „sa 
ramana intre doi oameni care s-au cunoscut ani de zile, cordial.. ,” 50 

Cea de-a doua parte a textului, cea finala este construita pe sistemul acelorasi fraze 
lungi, unde constatam o puternica eliberare temperamentala, se elibereaza parca intr-un suflu 
de reprosuri. Aici, autorul Marturiei unei generatii nu uita de omagierea Cercului Sburatorul, 
care reprezinta pentru el „o amintire... pururi pretioasa”, reprezentand o mare valoare atat 
spirituals, cat si morala. Considera acest spatiu ca fiind unul de o noblete aparte unde abunda 
atitudinile si insusirile morale superioare, fapt ce denota respectul adanc sadit in inima 
prozatorului. 


49 Mircea Popa, Identificari: contributii siprecizari documentare , Bucuresti, Ed. Palimpsest, 2012, p. 264. 

50 E. Lovinescu, Scrisori si documente, ed. cit., p. 19. 
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Finalul aduce o estompare atat a situatiei prezente, cat si a eventualelor stari conflictuale 
care ar putea surveni pe viitor intre cei doi condeieri. 

Totodata F. Aderca era constient de varietatea personalitatilor care frecventeaza 
cenaclul si in acest sens afirma, cu alta ocazie, ca „mica universitate din Campineanu 40, unde 
nu se dau nici bile, nici premii, dar care traieste luminoasa si pasionata de vreo zece ani, atrage 
toate libelulele literare (subl. n.). Au ramas acolo - desi unii veniti cu intentii de polemica si 
satira - cativa scriitori care nu fac rusine azi literaturii romane.” 51 Generalizand, publicistul 
adauga ca de regula, „cenaclele literare sunt usor de ridiculizat. Fiintele toate, cand nasc au 
atitudini comice, dar cat de sfinteL.Nu, n-am avea niciodata curajul sa indreptam spre acel fin, 
neatamat atelier de poezie, bun gust, politete si gratie tunurile pe care le propunem pentru atatea 
alte bastimente literare plutind ingamfat, stupide si umflate, pe apele uleioase ale bugetului.” 52 

Constientizarea importantei instantei critice in spatiul romanesc interbelic o regasim si 
in articolul Criticul (1921). Astfel, conform opiniei sale criticul „are o deosebita insemnatate, 
cel putin in mica noastra lume literara. 

In cele ce urmeaza, ne indreptam atentia asupra analizei pe text a scrisorii polemice. 
Scrisoarea secunda se disociaza de ideea pe care o enuntase criticul, aceea conform careia ideile 
consemnate in lucrarile lovinesciene ar fi avut sursa in gandirea prozatorului, ca ar fi fost ale 
lui: „N-a fost vorba acolo - cu toata aparenta unora dintre firaze - de un «furt» literar. Eu care 
am luat apararea Istoriei civilizatiei moderne impotriva invinuirilor de asemenea natura, n-as 
fi putut cadea intr-o greseala atat de grosolana. Am accentuat poate ca unele atitudini ale mele 
- neconsemnate in Istoria literaturii... - in lupta pentru promovarea valorilor estetice au 
premers atitudinilor dv. Similare si lucrul se explica prin aceea ca faceam critica militanta 
redusa la un singur cere - destul de stramt - de scriitori in care, fund din tagma lor, mi se parea 
ca sta viitorul poeziei si literaturii romane (ceea ce pare ca s-a si intamplat). Nici n-am avut 
pretentia ca anumite opinii au fost formulate filosoficeste intai de mine.” 53 Asadar, criticii 
innoitori in adevaratul sens al cuvantului, apar rar, se succeda rar, dupa cum nota 
exemplificand: „cu idei noi (subl. aut.) apare abia cate un cap la un secol sau doua: un Platon, 
un Kant, un Bergson.” 54 F. Aderca reia ideea ca a fost deranjat de rezervele aratate de catre 
critic, in analiza lucrarilor sale, chiar daca era unul dintre membrii care frecventa cu regularitate 


51 F. Aderca, Marturia unei generatii , ed. cit., p. 170. 

52 Ibidem, p. 170. 

53 E. Lovinescu, Scrisori si documente, ed. cit., p. 19. 

54 Ibidem , p. 19. 
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sedintele cenaclului. Asteptarile mai tanarului camarad rezida si din consideratia pe care i-o 
acorda lui E. Lovinescu, ca unui critic de prim rang al contemporaneitatii sale, apropierea 
dintre cei doi. Asteptarile mai tanarului camarad rezida din apropierea dintre cei doi. Si orice 
apreciere mai putin favorabila, injusta, in opinia sa, a activitatii sale ca publicist (in lupta contra 
poporanismului), prozator sau poet a declansat in constiinta sa de tip orgolios, un val de 
nemultumiri si suparari. Toate acestea sunt rezultante ale temperamentului sau coleric, 
considera criticul. Asadar, obiectiile sale sunt facute la nervi si sunt structurate sub forma unui 
pamflet literar. 

Scrisoarea mai arata ca unele, catalogari facute unor personalitati literare iau forma unor 
invective, hiperbole sau exagerari portretistice in care de exemplu d. Rotica este vazut drept 
„centaurul Bucovinei”; d. P. Constantinescu este denumit „hipnotizatul”etc. La nivelul 
termenilor folositi, se observa recurenta adverbului „numai”, ce indica exclusivitatea intarita, 
exceptia fata de ce se afirma. Aceasta insistenta da frazei o valoare afectiva. In continuare, 
incearca deconstructia argumentului confonn caruia ar fi suferit de „personalism”, printr-o 
serie de contraargumente bine alese, insotite de aceleasi exemple veridice. Constatam, pe de 
alta parte, lipsa invectivelor de orice fel la adresa lui E. Lovinescu, ca urmare a cordialitatii 
evident declarate dintre cei doi participant la duel. Si de aici, ceea ce nu intelege el este de ce 
desi nutreau aceleasi sentimente de amicitie si camaraderie, E. Lovinescu a enuntat idei critice 
mai putin pozitive care ll dezavantajau. E. Lovinescu ii spune ca daca ar fi fost partinitor ar 11 
facut dovada unui subiectivism critic. La aceasta acuza, E. Lovinescu i-a raspuns ca in pofida 
faptului ca i-a realizat unele interpretari, exegeze care nu au fost pe placul sau, acest lucru nu 
subrezeste in niciun fel prietenia lor. Sunt doua lucruri: opera si persoana, pe care E. Lovinescu 
nu le amesteca, tocmai din dorinta unei judecati care tinde spre obiectivare. 

Dintotdeauna, L. Aderca s-a declarat impotriva atacarii matcii care 1-a sustinut, modelat, 
respectiv promovat, considerand aceasta fapta drept cea mai mare injustice si ingratitudine. A 
trait cu acea teama de ridicol. De altfel, cum bine se stie, criticul a afirmat ca revista 
lovinesciana se impune si prin promovarea spiritului polemic. Peste acestea insa, cum amintea 
Eugen Simion, „programul «Sburatorului» reclama numai vigilenta critica.” Citam in cele ce 
urmeaza mobilul revistei, enuntat de insasi criticul E. Lovinescu, al reluarea Sburatorului in 
martie 1926: „e o constiinta critica ferma si o atitudine raspicata fata de toate manifestarile 
noastre literare. [..] Revista nu-si propune altceva decat sa se supuna imperativelor artistice ale 
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momentului si sa vegheze ca diagnoza critica sa fie exacta.” 55 „Este „meritul lui E. Lovinescu, 
in primul rand, de a fi stiut - exceptiile sunt putine - sa pastreze in pennanenta desfasurarea 
controverselor pe planul ideilor. Interventiile sale polemice - in cadrul carora se consuma un 
arsenal de procedee bogat si variat - sunt, in acest sens, adevarate modele ale genului, 
reprezentand o alta varsta infloritoare a spiritului polemic, dupa cea Maioresciana si a 
«Convorbirilor literare».” 56 S-au desfasurat in paginile „Sburatorului” cateva polemici 
rasunatoare, de reala importanta pentru confruntarea de idei din perioada interbelica si e de 
remarcat ca mai intotdeauna revista a avut dreptate, inregistrand izbanzi, de pe pozitiile 
rationaliste, progresiste.” 57 

Bunaoara, la saptezeci si doi de ani de la moarte, E. Lovinescu „este un autor inca 
actual, o prezenta eficienta in campul de forta al culturii romanesti contemporane. Dintre toti 
criticii nostri, lui i s-au dedicat cele mei multe studii de anvergura si, daca altii sunt, eventual, 
mai des citati, el este pomenit intotdeauna in dezbaterile- cheie ale momentului. Nu este vreo 
problema a literaturii romane moderne care sa poata fi atacata fara invocarea lui Lovinescu.” 58 
In mod invederat, din randurile de mai sus razbate, rolul primordial al lui E. Lovinescu in vasta 
fresca a vietii literare interbelice, personalitate cu rol catalizator, capabil sa declanseze la cei 
din jur reactii consonante cu ale sale. Meritele sale isi au ecoul si acum, cand i se poate simti o 
„prezenta directa in contemporaneitate.” 59 In plus, Mircea Martin vorbeste de o anume 
indatorire de ordin moral, pe care o au exegetii fata de E. Lovinescu, ca personalitate de baza, 
esentiala in arena criticilor interbelici: in plus, „actiunea cea mai putemica a lovinescianismului 
asupra criticii si literaturii actuate romane una «de ordin moral». Lovinescu «relativistul», 
«autonomistul», «estetistul» etc. apara in perpetuitate o pozitie morala. «Ne ignoram forta 
interioara» - scria inca la inceputurile sale - «cu ajutorul unei foi de hartie putem cuceri tot 
universul».” 60 Asadar, „nu e iluzorie aceasta credinta, de vreme ce a fost autentificata printr-o 
viata; in nobilul ei idealism generatiile de astazi ar trebui sa gaseasca un exemplu si un 
indemn.” 61 


55 E. Lovinescu, Scrieri. T. Mciiorescu siposteritatea lui critica. Vol. 8, Bucuresti, Ed. Minerva, 1980, p. 177. 

56 G. Gheorghita, Sburatorul. Momente si sinteze, Bucuresti, Editura Minerva, 1976, p. 10. 

57 Ibidem, p. 10. 

58 E. Lovinescu, Revizuiri. Editie ingrijita si studiu introductiv de Ion Simut. Cuvant inainte de Mircea Martin, 


Bucuresti, Ed. Paralela 45, 2003, p. 5. 

59 Ibidem, p. 5. 

60 Ibidem, p. 7. 

61 Ibidem, p. 7. 
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lata, asadar o polemica epistolara inedita in care cele doua scrisori polemice ale lui F. 
Aderca prin care acesta ia atitudine, formeaza un conglomerat de obiectii care iau forma unui 
discurs polemic si pamfletar pe alocuri. Din scrisoarea polemica a criticului principala 
rezultanta este ca: „seriozitatea lovinesciana nu se dezminte” nici aici. 62 E. Lovinescu a fost si 
a ramas acelasi critic ponderat, obiectiv in judecata de valoare, cumpatat pe langa Tonul celor 
trei scrisori se mentine polemic in prima jumatate a fiecareia dintre acestea. Chiar daca este 
supranumit un „polemist al exceselor”, prozatorul se remarca aici printr-o argumentatie 
specified riguroasa si detaliata. Acestea fiind spuse, consideram ca dezideratul prozatorului este 
acela de a primi aprecierea critica justa din partea lui E. Lovinescu si implicit a camarazilor sai 
de breasla. In aceste doua scrisori, F. Aderca polemizeaza (e o modalitate potrivita de a defini 
un tip de corespondents nutrita de o sensibilitate iritata 63 ). Are senzatia ca realitatea critica a 
vremii sale, contemporana lui, ii este oarecum potrivnica prin nerecunoasterea aportului adus 
spatiului literar si publicistic romanesc interbelic. 

Putem conchide ca polemica epistolara dintre cei doi este una necesara, si care da o 
noua dimensiune relatiei si implicit personalitatii celor implicati, deoarece cum am mai a firm at 
in debutul studiului, ia forma unei polemici „setoase” care absoarbe ca un burete atat energiile 
sufletesti implicate, cat si temele de ordin literar care au stat la baza schimbului polemic. 
Asistam, la nivel metaforic, la un catharsis care ia forma luptei de idei, a polemicii, ca arta 
literara cu un deosebit rol moral „purificator”. Caci, dupa cum criticul „punea inainte de orice, 
ca si T. Maiorescu, ca o premisa a criticii, factorul moral (subl. n.): «Orice discutie presupune 
buna credinta si un scop ce nu poate fi altul decat sincera aflare a adevarului.»” 64 
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NICOLAEIORGA- A HISTORIAN OF CULTURE 
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Abstract: The moment we recall the name of the great academician Nicoale Iorga, for most of us, this 
name will only bring to mind the imposing figure of the historian. And it’s true that such an action is 
justified since a great sum of his published works have history as their theme, these works being in 
much greater numbers than the works dedicated to literary history, criticism or hermeneutics. But 
despite that, as the Polish-Hungarian author Nicholas M. Nagy-Talavera remarked in his biography of 
Iorga, it is impossible and futile to try and separate the historian’s conception from the literarian one 
when it comes to the great academician. He is bz no means a unilateral personality. Iorga is 
successively a historian, a literary critic, a historian of literature, a biographer, a political sciences 
analyst, journalist, researcher, politician, academician and the list may continue to great lengths. That 
is why we are finding it very hard to separate his historian work from the literary one, his entire bodz 
of work being so connected between them as his historian and literarian conceptions. We must keep in 
mind that Iorga himself specified both in his volumes of history of the Romanian literature as well as in 
his autobiography, „A human life as it was”, that what he writes it is not necessarily a history of the 
Romanian literature, but it can be sooner defined as a history of the Romanian culture. It is exactly 
from this point of view, of him as a historian of the Romanian culture, that we are gonna analyze Iorga’s 
greatest works in this short essay. 

Keywords: literary history, criticism, estethics, perception, culture 


Conceptul de istorie a culturii nu a fost introdus de Nicolae Iorga, dar el este cel care 
asimileaza acest concept in simbioza cu istoria literaturii romanesti. Cei care privindu-1, il vad 
doar pe istoricul Iorga, uita ca acesta a avut aspiratii literare inca din adolescenta. Facultatea 
pe care acesta o va absolvi in cadrul Universitatii din Iasi este cea de Istorie si Litere, iar aceasta 
ingemanare de istoricitate si literaritate ll va urmari pe Iorga toata viata si in toate scrierile sale. 
Nu vorbim aici doar de opera sa, de istorie literar, de autor sau de critic, ci si de stilul literar, 
fluent si cursiv pe care ll foloseste in toate scrierile sale, fie ca vorbim de volume de istorie 
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nationals sau universala, de colectii de documente, de monografii sau de biografii si articole. 
Stilul scriitoricesc al acestuia poarta marca inconfundabila a unui literat. 

in acest studiu vom incerca sa prezentam conceptia literara si opera de istoric si critic 
literar dar si de autor a acestuia fara a face un efort in directia ruperii acestei conceptii de cea 
de istoric si documentarist, o atare separatie fiind nu numai foarte greu de facut, dar prezentand 
si riscul de a da o imagine falsa a savantului, proiectata de aceasta ruptura fortata. 

Dupa cum spunea Valeriu Rapeanu in prefata la Pagini de critica literara a lui Nicolae 
Iorga, fiecare mesaj transmis de acesta din urma contemporanilor sai pomeste dintr-o conceptie 
riguros constituita si defineste unul din cele mai originale universuri ideatice ale culturii 
romanesti. Astfel, problema spinoasa a unei viziuni asupra lui Iorga este cea a demonstrarii 
inexistentei unui divort intre viata si opera, intre conceptia sa istorica si cea literara. Pompiliu 
Constantinescu avea dreptate cand vorbea despre „imperialismul cultural” a lui Iorga. Savantul, 
istoricul literar, criticul, profesorul, conferentiarul, animatorul, deputatul, demnitarul au fost 
una si aceeasi persoana cu o pasiune iesita din comun pentru a face sa triumfe principiile sale 
fara de care nu vedea posibila asezarea unei societati pe baze trainice si reale. Conceptia sa 
asupra lumii era una de natura epica, iar (ilosofia sa nu avea caracter abstract si speculativ, ci 
unui concret care capata un sens practic, aplicat realitatii prin care el intelegea deopotriva 
prezentul si trecutul 1 . 

„Optimism si pesimism sunt vorbe cu care se joaca filosofii. Eu n-am fost, nici nu sant 
si nici n-am de gand sa flu unui din multii filosofi, economisti si financiari ai poporului 
roman.” 2 . 

In anul debutului sau, Iorga afirma ca in literatura romaneasca „mergem cu cincizeci 
de ani in urma in literatura, cel putin”. Asadar Iorga era de parere ca fata de literatura 
universala, literatura romaneasca sufera de un decalaj de cel putin jumatate de veac 3 . 

La inceputul activitatilor sale de critic, tanarul Iorga se apropie de literatura realista si 
de cea naturalista, concepte carora, ca si ceilalti critici romani din acea perioada le dadea acelasi 
inteles. Se arata foarte atasat de proza, care-si ancora radacinile in viata concreta, spre deosebire 
de scriitorii romantici. in articolele sale de tinerete, publicate intre 1890 si 1893, apar mereu 
numele lui Balzac, Flaubert, Zola, Tolstoi si Dostoievski, care reprezentau pentru el punctele 


1 Nicolae Iorga, Pagini de critica literara, Prefata de Valeriu Rapeanu, Editura Garamond, Bucuresti 1996, pp. 3- 
4 

2 Idem, Sfaturipe intuneric vol.l, capitolul Optimism moral, Editura Universala, Bucuresti 1931, p. 53 

3 Ibidem, pp. 9-11 
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cardinale ale romanului in secolul al XlX-lea. Se preocupa de destinele literaturii romane, 
vazuta in conjuncpe cu marile curente ale literaturii universale. Sustine pledoaria pentru 
realism si in primul rand pentru roman, deoarece scriitorii straini care intruneau adeziunea sa 
adusesera acest gen la apogeu. 4 

in 1911, la cativa ani dupa ce se despartise de Samanatorul, savantul Iorga este evocat 
de Dimitrie Anghel cu cuvintele: „Cele ce datorez insa vremurilor acelora, in care am frecventat 
pe Dl. Iorga, e dragostea de tara si de neamul nostru, sarguinta de munca data de marele lui 
exemplu, toate acele sfinte si mari lucruri pentru care-i multumesc cu recunostinta.” 5 . 

Departe de a crea, Iorga a fost cel creat, in fizionomia cu care a intrat in istorie de aceste 
imperative ale unei real itap obiective. In jural lui s-au adunat imediat top cei care simjeau la 
fel, cei care cautau un crez in viaja, o rapune superioara de a fi pentru viapi de zi cu zi sau un 
mesaj pentru c reap a lor in literatura. Adica toata acea patura de profesori, invajatori, clerici, 
marunti funcponari, elevi, studenp, ofperi, precum si scriitorii ce imparta§eau convingerile p 
nevoile formulate de redactorii „Vetrei”, cu §apte ani inainte de aparipa „Samanatoralui” 6 . 

in istoriografia literara a lui Iorga trebuie sa recunoapem existepa unor cal i tap 
csenpale peste care, in focul polemicilor, s-a trecut uneori atat de usor: intuipa valorilor, 
patranderea in intimitatea proceselor istorice p individual care au prezidat constituirea p 
manifestarea lor, capacitatea de comunicare a reputatelor sale „intuipi”. Intuipa valorilor Iorga 
a avut-o in cel mai inalt grad si daca aceasta facultate a fost uneori tulburata sau impinsa la 
concesii p uneori chiar anulata, nu e mai pupn adevarat ca de cele mai multe ori ea a funcponat 
infailibil. Trebuie facuta insa o deosebire intre intupa valorilor limitate stracturale, valoarea 
estetica §i intre perspectiva mai larga, in care, pe langa valoarea estetica, se are in vedere fimcpa 
etica sau culturala a unei activitap umane. Din acest punct de vedere, simtul valorii funcpona 
la Iorga in acclap fel in care a funcponat la eternul sau model si in acelasi timp adversar de 
idei, Titu Maiorescu. El ip avea radacinile intr-o extraordinary capacitate de a percepe un ritm 
interior al dezvoltarii organice a culturii romanepi, de a sesiza caile p imperativele acestei 
dezvoltari pe toate planurile p de se a pune in slujba lor, dinamizand p recunoscand imediat 
pe top cei care puteau face acelap lucra, promovandu-i p respingandu totodata ceea ce era 
simpt ca fenomen contrar acestor imperative, nociv. Acest mod de a percepe fenomenul literar 
contemporan nu inseamna o confuzie intre estetic sau etic p cultura, cum s-a afirmat, fiindca 


4 Dan Zamfirescu, N. Iorga - etape catre monografie, Editura Eminescu, Bucuresti 1981, pp. 85-86 

5 Dimitrie Anghel, Nicolae Iorga in Ramuri, VI , nr. 18/1911 

6 D. Zamfirescu, op. cit., pp. 87-89 
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nici Maiorescu, nici Iorga, nu au confundat planurile atunci cand a fost vorba de a stabili 
dimensiunile artistice ale contemporanilor si nu au incercat sa decreteze ca mari scriitori ni§te 
mcdiocritap vadite, numai pentru ca exprimau idealuri estetice sau de alta natura in opera lor. 
In realitate, §i pentru Maiorescu §i pentru Iorga existau foarte clar doua categorii de valori: 
unele ce i§i urmau traiectoria la o mare inaltimc, marcand prin prczenta lor epoca, altele care 
alcatuiau soldapi de rand ai unei batalii culturale generale, care nu se putea duce totu§i fara 
aceasta armata cvasi-anonima destinata sa piara in uitare. Fiindca Maiorescu si Iorga au fost 
altceva decat ni§te cronicari literari ai vremii lor, ocupap sa trieze valorile de non-valori §i sa 
orienteze gustul public, fara a interveni in insusi procesul de zamislire si cvolupc a unor 
personal itap creatoare, ei au fost in fapt creeatorii unei intregi ambiance culturale §i spirituale 
si al unui climat general de cultura 7 . 

in acest climat, anumite valori si-au gasit mai repede calea spre realizare, bencliciind 
totodata de un brat puternic, autoritar nu numai in stramta republica a literelor, §i in stare sa le 
suspna si sa le impuna unor contemporani capabili sa vada in pre|uirea superlativa a unui 
Sadoveanu sau Eminescu culmea ado rap ci critice 8 . 

Critica lui Iorga este deci una realista si impersonala. in studiile sale Este posibibil 
realismul? Variajiile unei formule §i Realul in arta publicate in volumul al II-lea al edipei 
Pagini de tinerefe, ingrijite de bibliotecarul si de cel care si-a luat slujba de biograf al lui Iorga, 
Barbu Theodorescu, se observa ca Iorga are o inclinapc profund realista §i o atitudine vadit 
anti-romantica 9 . 

Dar critica sa este mai ales una impersonala. Fie ca face el insu§i critica sau scrie 
monografii despre divcrsi autori sau face o trecere in revista a insasi criticii romane§ti, Iorga e 
mereu calm §i dctasat, aplicand mereu acea intuipc auctoriala si acea teorie a valorilor care ii 
sunt caracteristice in tot ceea ce face sau publica. 

Nicolae Iorga, istoricul literar, porne§te studiile inca sale de la primele documente si 
scrieri ale poporului roman si anume opera cronicarilor moldoveni. A urmari aceste scrieri 
inseamna a merge pe drumul celor dintai pasi pe care poporul roman ii face pe drumul greu al 
culturii, in care individualitatea, originalitatea si libertatea apar foarte tarziu, mai ales la un 
neam care a trait in imprejurari atat de dificilc precum cel romanesc. In cercetarea sa asupra 
vechii noastre culturi, Iorga are in vedere contribupa fiecarei provincii locuite de romani, a§a 


7 Ibidem, pp.89-90 

8 Ibidem, pp. 90-91 

9 Conceptul de realism in literatura romana- Antologie, Editura Eminescu, Bucure^ti, 1974, pp. 96-105 
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cum in cercetarile sale din domeniul istoriei universale a urmarit sa scoata in cvidcnpi 
contribuiiile diferitelor piri la dezvoltarea civiliza^iei §i culturii umane. 

Cunoscand cultura romaneasca din toate epocile si din toate provinciile, Iorga isi incepe 
istoria sa literara cercetand mai intai literatura populara, ca cea mai veche manifestare artistica 
a poporului nostru. Inainte de literatura creeata de patura culta, a existat literatura poporului 
mult mai bogata §i poate chiar mai valoroasa din punct de vedere artistic decat cea a 
rcprczcntanplor claselor intelectuale care au creat-o mult mai tarziu. Nu slim cum era, deoarece 
a fost adunata mai tarziu, abia in a doua jumatate a secolului al XlX-lea, dar ea a existat in toate 
veacurile, de la na§terea poporului roman pana astazi. 

Iorga il identified pe autorul Istoriei Jarii Romane§ti in persoana erudita a stolnicului 
Constantin Cantacuzino si tot el aduce argumente pentru stabilirea identitapi autorului 
invafaturilor...catre Teodosie, in persoana lui Neagoe Basarab. In ale doilea rand, Iorga face 
in aceste reconstituiri o serie de portrete ale unor personal itap precum Cantemir tatal, care este 
portretizat prin descrierea amanunpta a viepi intime din interiorul caminului sau §i prin rclapa 
si influenza pe care o avea asupra fiului sau, Dimitrie. in al treilea rand, Iorga mai face o serie 
de portrete deosebit de autentice ale unor personalitap culturale din trecut. Este cazul lui Miron 
si Nicolae Costin, tata si fiu, care sunt prezentap unul in raport cu celalalt, atat cu asemanarile 
de caracter si condei, cat §i deosebirile dintre ace§tia si legaturile de influenza ale celor doi. 
intreaga opera istoriografica a lui Miron Costin este apreciata de Iorga sub raportul atitudinii 
cronicarului fata de evenimentele descrise cat si de demonstrarea de catre acesta a originii 
noastre latine 10 . 

Spre deosebire de Miron Costin, cu Grigore Ureche Iorga este mult mai dur, declarand 
ca singurul merit al acestuia este acela de a fi tradus in limba romana vechile letopise|e slavone 
§i, de§i acesta este primul cronicar care suspnc ideea originii latine a poporului roman, 
argumentele aduse de el sunt mult mai pupne si mai vagi sau slab construite decat ale urmasului 
sau intr-ale cronicilor, Miron Costin. Despre acesta din urma §i despre argumentele sale in 
favoarea latinita^ii poporului roman, Iorga declara: „Ceea ce au intrezarit alpi, s-au rasfirat in 
ochii lui de entuziast, ceea ce ingaimasera altii, a rostit-o el cu convingere, putere si mandrie, 
ceea ce sprijineau predecesorii, pe cateva argumente schi|,atc, a intemeiat-o el, pe un sistem de 
dovezi sigure, legate §tiinfific intre ele.” * 11 . 


10 Ibidem, pp. 300-330 

11 Ibidem, p. 330 
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Cronica lui Neculce este urmarita cu atenpe, descriindu-i-se partilc componente. Iorga 
apreciaza legendele puse de Neculce la inceputul cronicii sale si intitulate Osama de cuvinte..., 
caracterizandu-le drept ni§te minunante pagini de proza romaneasca. ii acorda lui Neculce 
cuvinte de calda apreciere: „Aceasta e cronica lui Ion Neculce: cea mai colorata, mai simpla si 
mai fermecatoare in naivitatea ei din povestirile asupra trecutului romanesc, opera unui suflet 
cinstit, a unei minti cumpanite, in care bunul si ml natural §i intelepciunea ca§tigata ajungeau 
cat sa poata inlocui pe deplin insu§irile.” 12 . 

Se ocupa mai apoi de Dimitrie Cantemir de care il leaga aceea§i crudipc, varietatea 
operelor sub raportul conpnutului, bo gap a de idei, renumele printre contemporani, patriotismul 
luminat si personalitatea savanta si enciclopedica. Iorga ii dedica aproape o suta cincizeci de 
pagini, caracterizandu-1 ca om §i savant. Ii creioneaza acestuia un portret mai stralucitor decat 
oricarui alt predecesor. Dupa cum am mcnponat mai devreme, aportul lui Iorga in lamurirea 
problemelor legate de vechea istoriografie se referea pe deoparte la faptul ca a descoperit pe 
unii din autorii celor mai vechi scrieri romane§ti, iar pe de alta parte pentru ca a evocat ca 
nimeni altul personalitap reprezentative ale trecutului nostra cultural 13 . 

Iorga nu i-a neglijat insa nici pe carturarii de mai mica important, care au fost totu§i 
prezenp cu lumina minpi lor, menpnand atmosfera culturala a epocii. Perioada 1730-1774 este 
reprezentata de carturari marunp, mulp dintre ei alcatuind compilapi, cu mici adaosuri 
personale, Ienache Kogalniceanu de pilda, spunand: „Scrierile lor sunt tot atat de insemnate cat 
§i ale patronilor lor”, caci „istoria culturala a unui popor nu poate fi doar ziua de ieri, ei §i cea 
de azi §i cea de maine” 14 . 

Volumelor dedicate literaturii religioase si cronicarilor pana la sfar§itul veacului al 
XVII-lea, li se adauga Istoria literaturii romane din secolul al XlX-lea, de la 1821 inainte, in 
legatura cu dezvoltarea culturala a neamului, publicata in trei volume in 1909 si Istoria 
literaturii romanesjti contemporane, publicata in doua volume in 1934. Aceste cinci volume 
cuprind literaturii romane§ti incepand cu primul intitulat Epoca lui Asachi §i Eliad (1821-1840, 
continuand cu Epoca lui Mihail Kogalniceanu (1840-1848) si se incheindu-se cu Ann11848 §i 
urmarile sale. Opera politica a imigran(ilor, Literatura din lara de la 1848 pana la agitafia 


12 Idem, Istoria literaturii romanepi in secolul al XVIII-lea, vol. II, Editura Didactica p pedagogica, Bucurepi, 
1969, p. 86 

13 1. D. Laudat, Nicolae Iorga, istoric al literaturii in Nicolae Iorga, omul §i opera, Editura Junimea, lap, 1971, 
pp. 101-107 

14 Nicolae Iorga, Istoria literaturii romanepi in secolul al XVIII-lea, vol. II, Editura Didactica p pedagogica, 
Bucurepi, 1969, pp. 140-149 
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pentru unire. Regalitatea literara a lui Vasile Alecsandri. Literatura romaneasca in opera 
Unirii sub domnia lui Cuza Voda (1848-1860), aparuta la editura personala a lui Nicolae Iorga 
de la Valenii de Munte in 1909. Cele doua volume consacrate Istoriei literaturii romdne.pi 
contemporane trateaza dezvoltarea literaturii romane din anul 1866 pana in anul 1934 
(volumul I, Creearea formei §i volumul II, In cautarea fondului). O privire de sinteza asupra 
perioadelor de dezvoltare a literaturii romane§ti a facut Iorga printr-un curs universitar tinut in 
anul academic 1927-1928. Acesta a fost tiparit in 1929, sub titlul Istoria literaturii romdnepi. 
Introducere sintetica 15 . 

Cele trei volume dedicate secolului al XlX-lea sunt cele mai vaste, avand in vedere 
pasiunea lui Iorga pentru acest secol si faptul ca, spre starsitul vicpi sale va afirma mereu ca 
secolul al XlX-lea §i atitudinle acestuia sunt cele mai potrivite pentru spiritul romanesc. Cele 
trei volume se ocupa de operele lui G. Asachi, Eliad, cea vasta a lui Mihail Kogalniceanu §i a 
autorilor care au activat in perioada rcvolupci de la 1848, in timp ce ultimul volum dedicat 
acestei perioade se ocupa de rcflccpile literare ale Unirii Principatelor, sub Cuza, trecand in 
revista §i munca unor autori sau publicapi de peste Carpati. O mare parte a acestui volum ii 
este dedicata lui Vasile Alecsandri §i operei sale, pe care Iorga il cuno§tea personal si a carui 
opera o aprecia imens. In aceste volume, Iorga mai urmarcstc de asemenea, influenza 
iluminismului in Tarile Romane si efectele acestuia in manifestarile literare si politice 
romane§ti. Odata cu aceste volume incepe cu adevarat istoria literara scrisa de Iorga, volumele 
dedicate secoleleor XVII §i XVIII, nefiind de fapt decat o istoriografie, o istorie a scrisului, a 
tiparului, a limbii si a primelor manifestari de cultura scrisa ale poporului roman. Odata cu 
aceste trei volume, mai cu seama ultimul, incepe si serie aprecierilor critice la adresa operelor 
autorilor de care Iorga vorbe§te, primul luat cu adevarat in vizor Hind Vasile Alecsandri. Aceste 
trei volume sunt mai degraba dedicate celor trei mari fenomene care au marcat vial,a 
Principatelor Romane in secolul al XlX-lea §i anume revolu^ia de la 1821, cea de la 1848 §i 
unirea Principatelor din 1859 §i urmarile ei. Autorii sunt urmarip mai degraba din punctul de 
vedere al rolului politic si social al operelor acestora si de modul in care au influcntat epoca, 
decat de calitatea estetica §i artistica a operelor lor. De asemenea, cu aceste volume, Iorga 
incepe sa se intereseze mai aproape de activitatea literara din provincii, in special cea din 


15 Pamfil §eicariu, Nicolae Iorga, Bucuresti, Editura Tritonic, 2005, pp. 40-42 
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Transilvania, dedicand mai multa aten(ie §colii Ardelene §i altor manifestari literare, culturale 
dar §i politice. 

in intreaga sa Istorie a literaturii romdneyti, fenomenul literar este analizat in stransa 
legatura cu cvolupa generala a culturii ca si cu istoria politica si cea sociala. Sextil Puscariu 
marturiscstc in volumul Istorie a literaturii romane, epoca veche, aparut in 1930, vorbind 
despre primele trei volume de Istorie a literaturii ale lui Iorga, aparute in 1904, 1926 si 1927: 
„Lectura acelor carp, din cauza materialului extraordinar de bogat in amanunte, nu e usoara, 
dar folosul pe care ll aduce e urias. Fara ele, cartea de fa(a nu ar fi luat fiinta.” 16 . 

Urmarind dezvoltarea literaturii romane modeme, incepand cu fenomenul 
iluminismului ardelean §i cel de dincoace de Carpap (§coala Ardeleana, Gheorghe Lazar, 
Grigore Asachi), Iorga infap§caza implicit istoriogralia, lingvistica, literatura religioasa din 
epoca, influentclc straine precum si legaturile dintre Principate, Transilvania si Bucovina. 
Acordand insa insuficienta atcnpc specilicului literar, istoricul nu ofera in schimb un material 
informativ de mare pret pentru incadrarea cvolupci literare in dezvoltarea sociala si culturala a 
epocilor 17 . 

Aceasta multitudine factuala care caracterizeaza lucrarile lui Iorga face cateodata sa se 
strecoare erori, dar ele sunt de cele mai multe ori minore. Unele din apreciarile oarecum 
nedrepte din scrierile sale se refera de obicei la autori din perioade literare mai apropiate de 
noi. Cele doua volume din Istoria literaturii romdnepi contemporane vin sa completeze firul 
scrierilor literare ale lui Iorga la mare distan|a de predecesoarele lor. Ultimul volum de Istorie 
a literaturii a lui Iorga aparuse in 1909. In ultimele doua volume de Istorie a literaturii, Iorga 
se ocupa de marile genii ale literaturii romane§ti post-pasoptistc, de la sfarsitul veacului al XIX- 
lea. In vizorul sau intra Eminescu, Creanga, Caragiale, Vlahupi, Delavrancea, Cosbuc si mulp 
alfii, urmap apoi de capva autori de la inceputul veacului al XX-lea. 

Asupra lui Eminescu se opreste se opre§te mai mult decat asupra tuturor celorlalp 
scriitori analizap in aceste doua volume. Se ocupa de poeziile sale din perioada Familei, apoi 
de cele de la inceputul maturitapi sale artistice (de dupa 1870), de poezia cu „subiecte 
populare”, de poezia patriotica §i de elegii. Nu sunt trecute cu vederea nici una din marile sale 
crcapi dintre anii 1873 si 1883. La doar 33 de ani, vial,a sufleteasca a a acestui genial poet era 
incheiata. Potrivit lui Iorga, o apasare in sufletul sau se si mica inca din 1881, cind ii scria surorii 


16 Sextil Puscariu, Istorie a literaturii romane, epoca veche, Editura Minerva, Bucure^ti, 1930, p. 211 

17 I. D. Laudat, op. cit., pp. 110-111 
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sale Harieta aceste randuri care prevesteau zile rele: „Toamna anului e una pe an. Toamna vicpi 
vine fara §a §tii de unde §i nici cand, numai vezi ca totul a trecut pentru a nu se mai intoarce. 
Si atunci se simte omul batran si ar vrea sa moara. E mult de atunci, Harieta, de cand eram mici 
de tot §i ne spuneau mosnegii povcsti. Pove§ti sunt toate in lumea aceasta.” 18 . 

Activitatea literara a lui Caragiale este urmarita apoi cu aten^ie, analizandu-i-se 
comediile, care nu i-au adus, potrivit lui Iorga, nici o mul turn ire marelui dramaturg, intrucat 
toate au suscitat discupi si aproape toate au fost fluierate §i au cazut dupa prima rcprczcntapc. 
Exceptie a facut numai O scrisoarepierduta care a fost reprezentata de mai multe ori. Caragiale 
a primit de asemenea o lccpe „moralizatoare” nedreapta de la Academie, cand D. A. Sturdza 
recomanda dramaturgului „mai multa valoare etica a scrisului”, respingandu-i volumul de la 
premiul pentru care concurase. In Napasta, drama amorului din pasiune amoroasa, plin de 
dramatism psihologic, umple de mirare pe criticul care §tia ca autorul §i-a trait toata viata in 
mediul orasenese si a avut totu§i o intclcgcre profunda a sufletelor simple, de la tara. Sunt 
apreciate apoi nuvelele Ofdclie de Pape §i Pacat, deoarece, spune Iorga, ambele aduc in fa|a 
cititorului zbuciumul, cazuri de con§tiin|e incarcate de un tragism cople§itor. „In toate se 
pastreaza stilul intemeiat, gafaind de o emope concentrata, al dramei personajelor.” 19 . 

Pe Creanga il prepiie§te atat pentru Povepile alcatuite, cat si pentru Povestiri si Amintiri 
din copilarie. „Inchipuirea puternica a fiului de taran de sub muntele Neampdui, pe care n-o 
stricasera §i n-o putusera amesteca nici anii de scoala, ucenicia de seminar, rostul bisericesc si 
ocupapa zilnica la scoala primara, il face sa iscodeasca scene de umor caracteristice unei mari 
literaturi. Mo§ Nechifor Cotcariul e un om de la dansul de acasa, din Vanatorii Neaml,ului. Sub 
aceasta forma glumcata, in stilul lui Rabelais, din Pantagruel, cu acelea§i viziuni, treze§te in 
jurul poznasului harabagiu intreaga viata a Neam|ului lui, cu tot cadrul lor natural si uman,” 20 . 

Iorga, adeptul artei moralizatoare, il prc|,uicstc intr-un mod cu totul deosebit pe Slavici, 
moralist in intreaga sa creape literara. Il prepiie§te de asemenea, pentru adanca cunoa§tere a 
viepi piranesti, ceea ce era in acord cu crezul samanatorist: „Ceea ce uiincite in intreaga opera 
literara a lui Slavici, de la povcsti, la teatru, la nuvele, la roman de amintiri, este cuno^tinpi 
adanca, la fel ca cea a lui Creanga, dar parca §i mai solida §i mai amanunpta, a tot ceea ce line 
de modul in care se formase fiul cojocarului din §iria Ardealului.” 21 . 

18 D. Micu, Istoria literaturii romdne. 1900-1918, vol. II, Editura Minerva, Bucure^ti, 1965, pp. 145-146 

19 Nicolae Iorga, Istoria literaturii romanepi contemporane, vol. I, Editura Adevarul, Valenii de Munte, 1934, p. 
296 

20 Ibidem, p. 311 

21 Ibidem, pp. 221-223 
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Lucian Blaga este apreciat de la primele versuri: „Autor al unor frumoase cugetari, 
aducea in fonnele a§a-numitei poezii noi o sinceritate induio§atoare, un simt al misterului care 
nu se mai intalnisera in acea masura la tinerii poep. Mai tarziu poezia lui Blaga este respinsa 
pentru lipsa de claritate si pentru ermeticitate.” 22 . 

Despre poezia lui Arghezi, cunoscuta la momentul respectiv cel putin din volumul 
Cuvinte potrivite din 1927, Iorga a scris pul,in si este aproape exclusiv negativ in aprecierile 
sale. Poeme „cu vedenii sumbre (...) cu imagini menite sa nu stea niciodata alaturi, 
rostogolindu-se in formate imbrapsari” aceasta este poezia Agatele in viziunea lui Nicolae 
Iorga 23 . 

Despre Bacovia, Iorga a scris de asemenea pu(in. „Un modest provincial din Bacau, 
care iscalea Bacovia, alcatuia in 1916 volumul Plumb, in care punea o viziune personala trista 
si amarata a lucrurilor. in toate era o absoluta si induio§atoare sinceritate”. Nu-1 vede drept 
„intemeietor de scoala” sau macar precursor §i nu-i place ritmul versurilor sale 24 . 

Ca si in lucrarile sale de istorie a romanilor sau istorie universala si in istoria literara 
scrisa de acesta, Iorga dovcdcstc o slabiciune pentru precursori, intemeietori, in timp ce devine 
din ce in ce mai sceptic in analiza sa, cu cat se apropie mai mult de epoca contemporana sie§i. 
Se cuvine sa mcnponam din nou ca este imposibil de separat conccppa literara a lui Iorga de 
cea istorica sau chiar de biografia sa. 

Pe langa volumele de Istorie a literaturii romdnepi, creap a literara a lui Iorga include 
si cateva volume de Poezii, studii privind Teatrul §i societatea, Pagini de critica §i monografii 
si antologii ale unor scriitori romani. Este lesne de observat ca Iorga da o mare importanta §i 
face o analiza detaliata a precursorilor literaturii si limbii romane. Cele doua volume privind 
Istoria literaturii romdnepi in secolul al XVIII-lea cuprind ample monografii, analize, biografii 
si studii comparative ale cronicarilor moldoveni precum si ai reprczcntantilor iluminismului 
romanesc din Transilvania §i din Jarile Romane. Majoritatea acestor analize au un ton pozitiv, 
cronicarii, carturarii, invapipi §i clericii bind laudap §i aprcciap pentru contribu(ia adusa la 
dezvoltarea literaturii si limbii romane. Aceasta dragoste pentru inceputuri §i respect pentru 
inaintasi, o adevarata idolatrizare a precursorilor literaturii si limbii romane, poate fi pusa §i pe 


22 Ibidem, pp. 230-233 

23 Ibidem, pp. 299-300 

24 Ibidem, pp. 300-312 
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seama fonnal.ici sale de istoric, aceasta dandu-i tcndinta de a polei inceputurile si pe inainta§i. 
Un alt factor care explica acest fenomen poate fi §i nationalism^ lui Iorga 25 . 

Istoria literara §i critica pe care le scrie Iorga sunt invariabil legate de Samanatorul si 
de legatura profunda pe care Iorga a avut-o ce aceasta. Chiar si dupa ce Iorga rupe legaturile 
cu Samanatorul si incepe sa-§i publice propriul jurnal, Neamul Romanesc, care avea nu numai 
o „edifie pentru popor” ci §i un supliment literar, Iorga va ramane profund atasat de curentul 
acesta, nu numai ideologic §i politic ci si literar. Aceasta atitudine nationalists §i pro-taranista 
este vizibila in alte doua aspecte prezente in primele volume de „Istoria literaturii romane§ti 
in secolele XVII-XVIII”. Pe deoparte, Iorga apara cu fervoare aparenta intarziere a culturii, 
literaturii §i limbii romancsti, aducand argumentul conditiilor istorice si tinand sa precizeze de 
asemenea in cadrul unei ample comparaiii ce se ocupa cateva zeci zeci de pagini, ca nici celalte 
natiuni din apropierea arealului cultural romanesc, Ungaria §i Polonia, nu au scrieri literare sau 
manifestari de limba nation ala de data mai recenta decat cele romane§ti. 

De asemenea, la Iorga, critica §i istoria literara se confunda. Desi scrie separat Pagini 
de critica literara, precum §i analize ale operelor unor scriitori mai vechi sau contemporani 
sie§i, Iorga include in volumele sale de Istorie a literaturii romane^ti, pe langa descrierea 
evoluiiei organice a fenomenului literar romanesc si trecerea in revista a curentelor literare si 
a unui mare numar de autori cu biogralia §i opera acestora, el introduce si scurte note critice, 
interpretand opera autorilor luati in vizor, punand-o in raport cu curentul literar pe care il 
reprezinta, cu predecesorii precum §i cu contemporanii lor, subliniind importania sau lipsa de 
importanta a acestora §i dandu-le o apreciere critica de la nivelul savantului §i al 
academicianului. 

Ultimele trei volume, care privesc istoria literaturii romane§ti de la sfarsitul secolului 
al XlX-lea si inceputul secolului XX, culminand cu 1934, in plina perioada interbelica vin cu 
un apogeu al acestor note critice, absente aproape in totalitate in volumele precedente. Fiecare 
autor este trecut in revista si judccat pe masura apropierii sale de realism sau de samanatorism, 
insistandu-se asupra modului in care ace§ti autori portretizeaza societatea romaneasca, in 
special taranimea. Cei care i§i aleg temele din via|a de la iara §i eroii in mediul tarancsc primesc 
aprobarea marelui istoric. In schimb Caragiale, care se face vinovat de o prea aspra critica a 
societa|ii romane§ti, Rebreanu care prezinta prea brutal lumea iaraneasca §i dorinta de pamant 


25 Nicholas M. Nagy-Talavera, N. Iorga- O biografie, Institutul European, Bucure^ti, 1999, p. 123 
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sau Duiliu Zamfirescu care se indeparteaza de temele rurale impale, loti ace§tia Tsi atrag 
calificative negative de la Iorga. 

Nu ii in^elege pe poe^ii simboli§ti §i pe cei moderni^ti. Simbolismul i se pare ermetic §i 
ii critica negativ pe Arghezi, Bacovia §i Ion Barbu §i mai tarziu chiar pe Blaga, pe care il 
apreciase initial. Totodata, trece cu vedere total poezia simbolista a lui Macedonski. 

Volumul de istorie sintetica a literaturii romane va aduce nou faptul ca face o trecere 
in revista a curentelor literare in literatura romaneasca, denotand cu atat mai mult aversiunea 
lui Iorga fat,a de romantism si scepticismul acestuia fa^a de simbolism si curentele moderne. 
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Abstract: This article examines Radu G. Teposu’s volume, ’’The tragic and grotesque history of the dark 
ninth literary decade” 1 , which presents an image of the 80s Generation, in full development. The 
importance of the book arises also from the ability of Radu G. Teposus ’s analysis to withstand the test 
of time, which demonstrates the extraordinary quality and intuition of the critic. Moreover, by including 
provincial writers in the panorama of the 80s Generation, the volume brings a necessary and equitable 
completion. Mainly, it illustrates once and for all that this Generation not only focuses on the poets 
around the Cenacle of Monday. 2 The literary action of the other writers, from outside Bucharest, are 
extremely important. Since the book did not receive full due attention, the records from critics being 
either reviews and literary chronicles, this paper is an attempt to bring arguments that Radu G. Teposu ’ 
s volume it’s an essential book for any research on the 80’s Romanian literature and it needs to be 
reassessed and particularly analysed. 

Keywords: Radu G. Teposu, literary criticism, Postmodernism, hierarchy, 80s Generation. 


Volum lui Radu G. Teposu: „Istoria tragica & grotesca a intunecatului deceniu literar 
noua” (1993) merita o rediscutare in detaliu. Cartea nu au beneficiat integral de atcntia 
cuvenita, consemnarile din partea criticii Hind prilejuite de lansarea volumului, sub forma unor 
recenzii si cronici literare, sau de intalnirile comemorative organizate dupa decesul in urma 
accidentului de ma§ina din 5 noiembrie 1999. 

Dcsi niciuna dintre opiniile critice existente nu a incercat sa trateze in detaliu volumul, 
se pot enumera cateva dintre cele mai importante intervened care au conturat imaginea lui Radu 
G. Teposu si a lucrarii sale in epoca: Daniel Cristea Enache, Andrei Terian,Virgil Podoaba, 
Adina Dini(oiu, Al. Cistelecan. Dintre acestea, semnalarile cele mai numeroase §i consistente 


1 Radu G. feposu, Istoria tragica & grotesca a intunecatului deceniu literar noua, Ed. a 3-a Bucure^ti, Editura 
Cartea Romaneasca, 2006. 

2 Cenaclul de Luni. 
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apart in criticului Al. Cistelecan, a carui pozipe este privilegiata §i prin natura relabel de 
prietenie cu Radu G. Jeposu, care li da avantajul cunoa§terii indeaproape a acestuia. Tot el este 
cel ce intocmestc o p re fat, a considerabila la edipa a treia a „Istoriei tragice & grote§ti a 
intunecatului deceniu literar noua”. Alexandru Cistelecan vede, in general, in aparipa lucrarii, 
un moment extrem de important pentru literatura romana, considerand-o epocala, si, in special, 
o carte stralucitoare in care Tcposu i§i line calitalilc intr-un echilibru de invidiat. Considcrapilc 
sale vizeaza maniera in care este construita lucrarea, care porneste riguros, cu definirea 
conceptului de generate pentru ca mai apoi sa se incheie lax, postmodern. In plus, acesta 
lamurcstc felul in care Tcposu vede conceptul de generate, prin prisma ideii de continuitate 
fa^a de gcncrapilc anterioare, neglijand aspectul de ruptura al formarii generapei. De asemenea, 
atrage atentia asupra inexactitaplor majore din carte, datorate lipsei de revenire asupra 
volumului de la data conceperii acestuia pana la momentul aparipci. Cu toate acestea, analizele 
propriu-zise de o extraordinary calitate §i intuipc demonstreaza caracterul profetic al criticii lui 
Radu G. Jeposu. Multe dintre acestea se sustin si in acest moment. Totodata, Al. Cistelecan 
este cel ce adauga tennenul „bovaric” postmodernismului lui Radu G. Jeposu, caruia li 
repro§eaza tocmai aceasta incapapinarc de a-§i racorda stilul la concept: „Inipata riguros, 
aproape pedant §i pozitivist, Istoria... se intalne§te repede cu un concept ce devine pentru ea 
cind o voluptate, cind o calamitate: postmodemismul. Radu G. Jeposu face efortul de a-§i 
adapta propria scriitura la concept §i de la tonul neutru §i obiectiv trece la cel §agalnic, iar de 
la construcpa articulata la una cc-si simuleaza dezlinarea, jucindu-se cu contradicpa de sine. 
Criticul se autoflateaza, dindu-se drept postmodernist. El nu face decit sa-§i intretina cu asta un 
anume bovarism.” 3 

Informapile fumizate de Al. Cistelecan sunt pretioase, atat prin acurate|ea analizei, cat 
si prin cvidcnpcrca important lucrarii lui Jeposu: „Istoria ...lui e o carte a genezei, 
nerabdatoare §i cu gustul riscului, grabita sa prinda ivirea generapei ’80 inca in faza 
potcnpalitapi, in strict hazard auroral, si sa-i claseze, mai degraba decit implinirile, 
virtual italic, si, mai curind decit realizarile, valcntelc si tendiniele.” 4 Punctele slabe care au la 
baza lipsa revizuirii textului inainte de a fi publicat, evidenpate de Al. Cistelecan, precum si 
marturiile lui Radu G. Jeposu privind parcursul carpi pana la publicare §i increderea in 
statornicia judecaplor critice care ar trece peste proba timpului, din P ref a (a tarzie, 

3 Al.Cistelecan, Postmodernul bovaric, prefaja la „Istoria tragica & grotesca a intunecatului deceniu literar noua”, 
Edipa a 111-a, Cartea Romaneasca, 2006, p.10. 

4 Ibidem, p.7. 
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demonstreaza increderea in propriile forte ale criticului, precum §i personalitatea vivace a unui 
om activ in lumea culturala romana de la acea perioada, care nu ar mai fi avut nici rabdarea §i 
nici timpul necesar unei munci refacute cu migala doar pentru a satisface capriciile unor editori, 
in cei opt ani de pana la aparipa volumului. Autorul a peste 2500 de articole literare, culturale, 
sociale si politice §i al prcfctclor catorva editii, Radu G. Teposu este un critic activ, al carui 
nume a atarnat intotdeauna greu printre cronicarii momentului. Din punctul meu de vedere, 
tocmai acest cxcrcipu al redactarii unui numar considerabil de articole si climatul jurnalistic in 
care s-a format, dub late de un fond interior plin de umor, dau senzapa de lejeritate a scrierii din 
„Istoria...”. Exegetul i§i asuma fara teama tot ceea ce scrie, chiar cu riscul de a formula judccap 
u§or inexacte. In plus, atunci cand acurateiea teoretica pune in primejdie ducerea demersului 
la final, Teposu, o sacrifica pe cea dintai. Dovada sta utilizarea conceptului de postmodernism. 
Perspectiva postmodema este abandonata atunci cand in analizele sale aceasta nu-i serveste, ba 
din contra i-ar incurca desfasurarca demonstrapei. Ar fi hazardat sa se discute despre o 
cunoa§tere precara a teoriilor postmodernismului sau despre o in^elegere partial a a acestora la 
un critic de un asemenea calibru. In plus, insu§i Teposu declara influcntclc teoreticienilor avup 
in vedere in irpclcgcrca conceptului, pe parcursul volumului. Exista aici, insa mai multe ipoteze 
posibile. Prima s-ar putea referi la o renunpire constienta la perspectiva postmoderna. Teposu 
i§i propune un obiectiv greu, daca nu imposibil, de realizat inca de la inceput, deoarece porne§te 
de la premise grcsitc. incercarea de a subsuma intreaga literatura scrisa in perioada anilor’80 
sub umbrela larga a conceptului de postmodernism este sortita, partial, csccului deorece nu top 
scriitorii luap in considerare de Teposu sunt postmoderni. Poate ca au anumite trasaturi, insa 
nu suficiente pentru a le incadra c reap a in grila postmodema. Totu§i, daca se are in vedere ca 
miza „Istoriei...” sale este de a demonstra cxistcnpi unei gen crap i, textul fiind gata inca din 
1985, si propunerea unei ierarhii de valori, alta decat cea a lui Manolescu, atunci pierderea, pe 
parcurs, a ideii de postmodernism ca element unificator, este de inpdes. Ducerea la final a 
scopului initial primeaza. O alta ipoteza este aceea ca analizele au fost realizate primele, asa 
zisa indragostire iremediabila de postmodernism, venind ulterior. Iar lipsa de rabdare, de a 
relua intreaga demonstrate, 1-au impiedicat pe Teposu sa revina asupra volumului: „N-am mai 
avut energia necesara de a-1 aduce din nou la zi. Sint lipsit de vocapc sisifica.” 5 Parerea este 
impartasita §i de Mihai Dragolea care afirma: „In fond la fiecare dintre capitole exista nume ce 
n-au absolut nimic, nici prin continut, nici prin organizare, cu postmodemismul, ceea ce 


5 Ibidem, p. 15. 
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dovcdeste ca multe dintre aceste analize sint scrise cu mult inainte ca Tcposu sa fi descoperit 
ca totul poate fi pus sub obladuirea postmoderna” 6 O alta explicate se poate cauta in stilul 
criticii lui Radu G. fieposu. Cu o personalitate efervescenta, plina de umor §i ludic si 
manifestand in toate scrierile sale clare accente de creativitate literara, nestatomicia intr-o 
singura formula ii este particulars criticului brasovcan. Rigurozitapi teoretice nu ii poate 
ramane fidel in totalitate deorece pornirile creatoare, confesive §i dorinta de ludic in scrisul sau 
sunt inevitabile. Pe langa meritele volumului care au fost evidenpate in toate cronicile 
prilejuite de aparipa oricareia dintre cele trei cdipi, un alt repro§ adus in majoritate covarsitoare 
de critici este acela al nedivulgarii directe a ierarhiei literare, pe care in mod clar, Tcposu a 
incercat sa o rastoarne, sau rnacar sa o atace, prin propunerea unei alte ierarhii. Ierarhie a carei 
noutate este discutabila deoarece ramane de vazut in ce rnasura se lasa in(lucnl.ata de cea 
anterioara. in ciuda aparentei divergence, ierarhia manolesciana §i cea propusa de Tcposu in 
„Istoria...”sa sunt similare intr-un anumit punct, acela au personalitaplor considerate cele mai 
importante pentru a ilustra specificul generapei de scriitori. Insa diferen|a esenpala, care da, in 
ace Iasi timp, si valoare si importanl,a textului lui Tcposu este includerea unor nume cu totul noi 
in tabla de valori, nume de scriitori importanp pentru gcncrapa deceniului noua, care fusesera 
cu totul ignorap pana atunci. 

Impregnat de ideea de ierarhie literara de sorginte manolesciana, Radu G. Tcposu nu se 
poate elibera de aceasta si are oppunca de acorda mai mult spapu in analizele sale lui Mircea 
Cartarescu §i Mircea Nedelciu, ceea ce lasa impresia ca ace§tia pot fi considerap lideri ai 
generaCiei. 

Dcsi se poate intui ca una din mizele volumului este de a lua in raspar ierarhia oficiala 
a lui Nicolae Manolescu, de care, se pare, nu reu§e§te integral sa se dezica, con§tient sau poate 
incon§tient, influen^at fiind de tendinta criticii literare la acel moment, ceea ce surprinde este 
faptul ca acesta evita sa afirme clar §i raspicat dezacordul fal,a de aceasta ordine valorica deja 
impusa: „E1 da, e drept, o alta ierarhie, dar cum: presupunand-o pe cealalta cunoscuta, 
ignorand-o? Aici nu se mai pot face speculapi. Ceea ce e fapt e ca aceea lipse§te cu totul” 7 
Inevital, trebuie tinut cont de un amanunt important, inainte de a se aduce acuze referitoare la 
aceasta lipsa de declarape. Ierarhia aceasta publica, impusa de Nicolae Manolescu era bine 


6 Mihai Dragolea, lstoria tragica & grotesca a intunecatului deceniu literal' noua de Radu G. Jeposu, in„Vatra”, 
an XXI, nr.9 (270), sept, 1993, p. 8. 

7 Al. Cistelecan, lstoria tragica & grotesca a intunecatului deceniu literar noua de Radu G. feposu, in„Vatra”, 
an XXI, nr.9 (270), sept, 1993, p. 7. 
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cunoscuta, insa nu era scrisa negru pe alb intr-un volum. Astfel, o declarable clara a lui Tcposu, 
cu oricata onestitate si curaj ar fi fost inzestrat, era permanent pandita de riscuri. Pe de alta 
parte, Radu G. Tcposu face un obicei din a nu divulga titlurile tuturor articolelor consultate si 
a opiniilor cu greutate despre generabia optzecista, simuland ignorarea acestora. Evitand 
polemicile, Radu G. Tcposu rcuscstc sa i§i orienteze demersul catre scopul sau in ritm alert. 

Dincolo de declararea sau nedeclararea ierarhiei pe care incearca sa o combata, dincolo 
de capacitatea de a se distanta total sau nu de viziunea manolesciana §i de omiterea unor nume 
reprezentative, prin acest volum de istorie literara, se intampla o mutate extrem de importanta 
asupra inbelegerii componenbei generabiei optzeciste. Daca pana la publicarea „Istoriei tragice 
& grote§ti a intunecatului deceniu literar noua”, generabia optezcista era compusa, la nivel de 
opinie publica, din membrii Cenaclului de Luni, elaborarea volumului lui Tcposu aduce o 
completare necesara §i echitabila. Se lamurcstc o data §i pentru totdeauna faptul ca generabia’80 
nu se concentreaza doar in jural poebilor Cenaclului de Luni, o generabie nu se poate restrange 
doar la un grup, fie el bucurcstcan. Manifestarile scriitorilor din provincie sunt extrem de 
importante, iar incercarea de a minimaliza sau chiar a acoperi activitatea acestor grupuri de 
catre comunisti, ramasa ca o prejudecata chiar si dupa ’89 trebuia demontata, ceea ce Radu G. 
Tcposu rcuscstc. 

„Istoria tragica & grotesca a intunecatului deceniu literar noua” este fonnata dintr-un 
bloc mare de analize propriu-zise a scriitorilor considerabi de Radu G. Tcposu reprezentativi 
pentru generabia optezista, inconjurate la extremitabi de o „Prefaba tirzie”, un studiu teoretic 
despre conceptele de postmodernism si generabie §i de o postfaba. Nota personala, precum §i 
lipsa de tipicitate, fac aceste epitexte foarte interesante, o privire in detaliu, putand lamuri 
chestiuni fundamentale. 

Cel dintai, „Prefaba tirzie”, care se intinde doar pe o pagina este o confesiune a autorului, 
care prezinta parcursul manuscrisului de la redactarea acestuia pana la momentul publicarii. 
Fiind terminat din ’85, manuscrisul este intors de trei ori de la publicare. Ghinionul continua 
sa urmareasca volumul cu schimbarea editorului. §i acesta, din urma, il amana. Satul de 
piedicile intampinate §i neavand rabdarea de a o mai lua de la capat cu refacerile, completarile 
si adaugirile cerute de trecerea anilor, Tcposu ia hotararea de a lasa de-o parte volumul, dupa 
cum el marturiscstc: „Avind senzabia ca hranesc o batjocura, am renunbat. Am lasat manuscrisul 
sa mobaie in sertar, a§a cum era el redactat in ultima variants, purtind ca data ziua de 1 aprilie 
1988. Este data pe care o poarta §i acum. N-am mai avut energia necesara de a-1 aduce din nou 
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la zi. 8 ” Mai departe, Radu G. Jeposu i§i lanseaza un fel de plasa de protecpe impotriva 
obiecpilor ce ar putea decurge din intarzierea publicarii. Daca in anii ’80, teoriile despre 
gen crap a optzecista, textualism nu erau foarte avansate, opt ani au insemnat mult in critica 
literara romaneasca. Astfel ca, Radu G. Jeposu se afla in situapa de a isi vedea volumul pus in 
postura de a fi o sinteza incomplete a tuturor acestora, deoarece in acest spatiul temporal si-au 
facut aparipa si alte carp capitale ale scriitorilor supu§i analizei. Insa, Tcposu privepe acest 
punct slab al carpi cu deta§are: „In timp, colegii mei de gencrapc au publicat noi carp, multe 
demne de tot interesul, pe care nu le-am putut consemna. Nu mi-a fost nicio clipa teama ca 
aparipa lor mi-ar infirma judecaple critice. Un critic fricos e un iobag al textului.” 9 

Singura modificare adusa volumul pentru publicarea la editura Eminescu, din 1993, 
este adaugarea unor comentarii asupra carplor unor autori plecap din tara. Menponarea lor 
fiind imposibila inainte de Rcvolupc. Paradoxal, aceasta intarziere este o circumstanpi 
atenuanta. Cu toate pierderile survenite prin intarzierea aparipci lucrarii la momentul 
fmalizarii, in ciuda aspectului de carte, numita umoristic de autorul ei, „Pupn imbatranita, cu 
cearcane, plictisita §i mofturoasa” 10 , „Istoria tragica & grotesca a intunecatului deceniu literara 
noua” este, pana la urma, o imagine clara a literaturii optzeciste, asa cum se prezenta in 1985, 
anul trimiterii textului spre publicare. 

Scurta poveste a manuscrisului pana la reu§ita publicarii este urmata de un studiu 
amplu, „Semnele schimbarii. Postmodemismul”, intins pe un numar considerabil de pagini, 
aproape saizcci, in care sunt abordate nopunile teoretice de generape, postmodernism si in care 
sunt enumerate si sursele bibliografice. Primul subcapitol al acestui studiu introductiv ata§at 
„Istoriei...” incepe prin discupa despre generapa literara pe care Radu G. Tcposu o intclcgc pe 
urmele criteriului lui Thibaudet §i Al. Pirn, ca nopune ce face referire la o perioada de timp de 
aproximativ treizeci de ani. Dupa o scurta si alerta istorie a generapilor literare precedente celei 
vizate prin volumul sau, Tcposu incepe sa teoretizeze generapa optzecista si liliapilc acestei 
cu cele anterioare. 

Se ignora cxistcnta factorului polemic, acea querelle esenpala coagularii unei alte 
generapi literare, iar ideea de ruptura sau discontinuitate este imblanzita, precizata doar 
sporadic. To tup, postmodemismul nu se nape printr-o ruptura violenta: „Postmodernismul 
apare astfel ca un neo-eclectism ponderat si tolerant, care nu repudiaza modernismul, ci il 


8 Radu G. 1'cposu, op.cit. p. 15. 

9 Ibidem. 

10 Ibidem. 
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transforma intr-o haina culturala ca oricare alta, intotdeauna la clispozi^ic in garderoba 
istoriei.” 11 , iar daca viziunea lui Teposu e ca gcncratia’80 poate fi subsumata conceptului de 
postmodernism, atunci elementul de continuitate dintre gcncrapi este, dintr-un anumit punct de 
vedere, explicabil. Interesant este ca atunci cand deschide discupa teoretica despre generate, 
Teposu subliniaza important polemicului in nasterca unei gcncrapi, pentru ca mai apoi sa 
paraseasca aceasta conccppc, invocand criteriul continuitapi in formarea generapci’80. Din 
nou, aceste inadvertence pot fi puse, hazardat pe seama stilului ludic al criticului sau, mai 
degraba, ar trebui vazut efortul lui Teposu de a demonstra existent^ acestei gcncrapi, 
polemizand, teoretizand §i dand o cocrcnta acestei noi generatii literare. Scopul volumul lui 
Jeposu este de a surprinde un spapu literar in fonnare §i de a ii trasa liniile esenpale. Ceea ce 
ii si rcusc^tc. 

Pe parcursul acestei discupi, exegetul incepe sa introduca nopunea de postmodernism, 
care ar fi specified intregii generatii ’80. Ideea de continuitate cu generapile anterioare, caci 
doar „inca nu s-au vazut cazuri de copii nascup din flori, la propriu” este fimdamentata pe 
descoperirea unui numar important de trasaturi definitorii ale postmodernismului la un 
reprezentant al gcncrapei ’60. Faptul ca in „transccndcnta de tip cultural a lui Arghezi isi afla 
locul de nastcrc diavolii ghidu§i ai postmodernismului, mascarici ai imanenlei §i ai convcntiilor 
artistice” , il determina pe Teposu sa i§i foloseasca „bunul simC critic”, cum Al. Cistelecan 
nume§te in multe randuri intuipia prietenului sau, si sa refuze o atitudine transanta in delimitarea 
optzecismului de celelalte varste literare. 

Pomind de la aceasta „linie de continuitate fina”, T C P 0SU nu vede o distanpi 
extraordinara intre modernism si postmodernism. Sesizeaza totusi, o discrepan|a intre 
elitarismul modemismului si toleran|a ironica fata de tot a postmodernismului. Incercare de a 
defini postmodemismul si de a ii sublinia filiapile §i difcrcntcle fal,a de curentele literare 
anterioare, debuteaza prin prezentarea intenpei de a teoretiza conceptul si a studiilor esenpale 
despre postmodernism pe care le-a consultat. CoerenCa definirii potmodernismul Upscale din 
studiul lui Teposu, acesta alegand ca metoda jonglarea cu ipotezele pe care le confirma pentru 
ca mai apoi sa le infirme. Dcsi incepe serios, obiectiv, cu un ton neutru, momentul introducerii 
discuCiei despre postmodernism aduce cu sine o incercare de racordare a stilului la concept, o 
simulare a unui stil ironic, bazat pe contradicpe, labartat, ludic. Astfel, incepe subcapitolul „Un 
romantism intors” cu prezentarea bazelor teoretice lecturate, carora le §i face un fel de rezumat, 


11 Monica Spiridon, Mitul ie§irii din criza, in „Caiete critice”, 1986, nr. 1-2, pp.78. 
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fragmentat pe alocuri de opiniile sale, niciodata radicale, ci sovaielnicc, lasand in mod 
intenponat loc de reveniri, adaugiri, confirmari, negari si renegari. Linda Hutcheon, Jean- 
Franqois Lyotard, Jacques Derrida §i teoriile acestora despre postmodernism §i postmodemitate 
constituie doar inceputul listei bibliografice, pe care o suplimenteaza spre sfar§itul studiului, 
ironic, ludic ca pe o insiruirc din care cititorul este invitat sa citeasca §i sa teoretizeze singur: 
„Asadar, sa incepem sa teoretizam postmodemismul. Sau mai bine. Sa insir aici toate 
refcrintcle bibliografice, folosite §i nefolosite, in ordinea in care sunt ele imprastiatc pe masa. 
Cititorul nu are decit sa teoretizeze. Umberto Eco, Postile a <// name de la rosa", Bompiani, 
1984; Caiete critice, nr. 1-2/1986; Malcolm Bradbury;[...]” 

insa pana la aceasta declarable in stil postmodern conform carei totul a fost deja scris, 
nimic nu mai este cu totul nou, care contravine conccppci modemiste a scriitorului inspirat, 
Radu G. Teposu incearca teoretizarea conceptului. Postmodemismul lui este foarte lax si 
incapator, poate §i pentm a face ca intreaga gcncrapc’80 sa incapa sub plapuma lui. Incearca 
o definite a postmodemismului: „ postmodemismul e o forma de <nihilism> recuperator, o 
reintegrare a spiritului intr-o retorica totalizatoare” 12 , iar: „Daca ambipa postmodemismului nu 
e, prin urmare, negarea pura §i opaca a trecutului §i nici simpla dezintegrare fara noima a 
valorilor absolute, ci incercarea de a reface, in alt fel, totalitatea, nu inseamna, a§adar, ca la usa 
contcmporaneitapi bate spiritul postmodern?” 13 si atunci postmodemismul e „Un romantism 
intors” sau inhibat. 

Constatand ca lectura lui Gianni Vattimo cu „La fin de la modemite. Nihilisme es 
hermeneutique dans la culture postmodeme (1987)” ii schimba maniera in care initial privea 
postmodemismul ca fund bazat pe un model cosmologic kantian, criticul isi revizuie scrierile 
din Caiete critice (nr. 1-2/1986) §i rcgandcstc totul prin conceptul de „pensiero debole”. 

Modelul pe care se cladcstc sensibilitatea postmodemismului, dupa Jeposu, lasandu-se 
sedus de eseul lui Vattimo, ar sta de fapt o paradigma numita „heidegeriana”, „un platonician 
intors” care tinde spre totalitate §i cocrcn(a chiar daca e con§tient de lipsa omogenitapi, de 
fragmentarism, de diversitatea lumii. Compensarea si recuperarea total itafi i nu se mai poate 
realiza in sensul tare, romantic, dar, afirma criticul: „Dcconstrucpa sistematica, urmata de 
rcconstruc(ic, e noul fel de a crea. Existen(a curge de la un capat la altul prin (evile complicate 


12 Radu G. f eposu, op. cit. , p. 55. 

13 Ibidem, p.56. 
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ale retoricii. Toate iluziile postmodernilor, daca exista, sint de natura textuala, Cin de tehnica 
de elaborare” 14 

Postmodernismul lui Jeposu se construicstc in jurul a trei mari idei: ironia, retorica si 
tcndinta totalizatoare. Primele doua sunt total operabile, insa semnul de intrebare apare in 
dreptul celui de al treilea. Cu toate acestea, postmodernismul se fundamenteaza pe ideea de 
fragmentarism, pe care, de altfel, o enumera §i criticul bra§ovean initial, insa, pe parcurs, ajunge 
sa o integreze in mod artificial si paradoxal acestei tcndinte totalizante. Andrei Terian 
sintetizeaza aceasta situate din dcmonstrapa lui Teposu: „Nu numai ca e contrazis de 
majoritatea teoreticienilor occidentali, care a§eaza postmodernismul sub zodia fragmentului, ci 
pentru ca autorul se impiedica aici de propriile premise. La Jeposu, conceptul de <totalitate>. 
Ramane ancorat intr-un fundament ontologic, adica tocmai in factorul caruia <retorica> 
postmoderna incearca sa-i probeze inconsistcnta. Prim urmare sau retorica, sau ontologie.” 15 
Daca studiul lui Radu G. Jeposu s-ar fi limitat la evidcntierca acestor trasaturi in spapul 
romanesc, efortul acestuia ar fi fost laudabil §i lipsit de amendamente. Insa proiectul de a 
deveni, el insu§i un ideolog original si de a teoretiza conceptul este sortit esccului. 
Postmodernismul este pentru critic: „cand o voluptate, cand o calamitate” 16 cum bine afirma 
Al. Cistelecan. 

Parte introductiva se incheie cu o firaza ce poarta tonul §agalnic specific volumului: 
„Ultima nebunie care imi va ramane, probabil, este aceea de a ma crede postmodern. E treaba 
criticii sa ma vindece de ea.” 17 Tonul ironic, stilul critic bazat pe contradic|ie, rapelurile 
biografice care au rolul de a ii asigura scriitorului postmodernist legatura cu realul §i de a 
sublinia ideea conform careia vial,a se intrepatrunde cu textul, demonstreaza aderarea la 
postmodernitate a lui Radu G. Jeposu. Cu totul alte trasaturile ale scriiturii sale ii demasca 
modemitatea. Astfel, omogenitatea si unitatea catre care tinde pe parcursul volumului, cocrcrRa 
la care incearca sa revina dupa fiecare fragment biografic, optiunca pentru impar|irea analizelor 
scriiitorilor optzeci§ti pe criteriul de gen literar, sunt reminiscence modemiste. 

Oppunca deloc tipica, aceea de a pune in legatura postmodernismul cu gcncral,ia’8(), 
are un rol foarte important in demonstralia exegetului. Oricum ar fi privita aceasta alegere, nu 
poate sa fie lipsita de amendamente. Pe de o parte, ideea de a limita un concept literar ca 


14 Ibidem , p.67. 

15 Andrei Terian, Optzecismul intra in istorie in „Ziarul de duminica” , 25 martie, 2013. 

16 Al. Cistelecan, Radu G. Jeposu, in „Cultura”, Nr. 18/12 mai 2011. 

17 Radu G. Jeposu, op. cit., p. 73. 
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postmodernismul la o singura generate literara, pare hazardata. Postmoderismul este un 
concept anistoric, iar prin limitarea lui, clar programatica, la o singura gcncratic, il transforma 
intr-un concept istoricizat, ceea ce cu siguranta nu este. Pe de alta parte, oricat de mult mcearca 
Radu G. Jeposu sa faca tofi optzeci§tii sa intre sub incident acestui concept, cu unii este 
aproape imposibil. Exista in analizele sale cateva exemple clare de scriitori care nu sunt sub 
nicio forma postmodemi§ti. Insa, prin acest rise asumat, prin trasarea semnului de egalitate 
intre postmodernism si gcncrapa’80, exegetul ca§tiga altceva: „Un alt merit al lui Radu G. 
Jeposu este ca nu foloscstc in mod rigid §i exclusiv criteriul gcnerapei literare, ca il conjuga 
cu criteriul estetic al postmodemismului. Daca ar fi limit sa nu se abata nicidecum de la criteriul 
gcncrapci, atunci ar fi fost obligat sa renun^e la a mai comenta opera unor scriitori care, biologic 
vorbind, apart,in unei alte varste decit <optccistii>”. 18 

Dupa ce i§i expune metoda, instrumentele de lucru, Teposu incepe sa analizeze in 
amanunt toate genurile literare, incepand cu poezia, continuand cu proza §i finalizand cu critica 
literara. Fiecare capitol este impartit in subcapitole, fiecare purtand ca titlu elementel definitorii 
pentru una din tipologiile intocmite de Radu G. Teposu. Analizele lui Radu G. Jeposu, facute 
cu atat de mult timp in urma, inca se mai susjn, iar opiniile sale injiale inca stau in picioare. 
Faptul ca exegetul isi incepe ilustrarea liecarci tipologii cu autorii pe care-i considera 
emblematici din punct de vedere artistic si teoretic pentru categoria respectiva si care respecta 
trasaturile postmodemismului sau, coniine si un alt mesaj subliminal. Este clar ca prcfcrinl,elc 
pentm anumiti autori stau la baza alegerii plasarii acestora in capetele de lista. Voit sau nu, 
Radu G. Jeposu realizeaza o ierarhie, alta, intr-o oarecare masura, decat cea manolesciana, iar 
tocmai existen^a acestei scari valorice si a categoriilor de scriitori pe criteriul de gen literar, 
contravin ideii de postmodernism. Ba mai mult, alege sa aloce §i un spaju tipografic mai mare 
autorilor pentm care manifests o anumita prcfcrinl,a, cat despre maniera in care scrie despre 
ace§tia. 

Postfa^a care incheie volumul poarta titlul de „Melancolia textului”, formulare care 
contrasteaza cu tonul ironic §i ludic, aproape comic pe care il afi§eaza Radu G. Jeposu pe 
parcursul intregii „Istoriii...” Aceasta veritabila pagina de jumal, ata§ata pe neastcptatc unui 
volum care trateaza problematica gcncrapei ’80 in literatura romana, poate surprinde a§teptarile 
lectomlui. Insa, dupa o lectura atenta, in spatele discursului confesiv se poate zari inca o parte 


18 Gh. Perian, op.cit., p. 7. 
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aplicativa a conceptului de postmodernism. Chiar daca marturisirea debuteaza prin: „Autorul 
acestei carp e un ipocrit. El nu este nici ludic, nici spiritual si nici ironic, cum se pretinde in 
randurile de inceput.” 19 , ceea ce ar putea conduce la premisa ca autorul „Istoriei...” da carple 
pe fata si marturise§te ca intregul sau stil a fost jucat, ca in fond el nu este ludic, ironic, deta§at, 
ci din contra grav, angajat in cxistcnpf de fapt in spatele acestei melancolii se ascunde o 
atitudine cu totul postmodema in fa|a real itap i §i a textului. Rapelurile biografice in care 
aminte§te de moarte fiicei sale ar putea fi §i ele cauza acestei melancolii, insa, mai degraba ele 
fundamenteaza imaginea tipic postmoderna a criticului, care introduce doze de biogralism in 
seriile analizelor tocmai pentru a avea priza la real. „Cu topi suntem nistc scribi ironici si 
melancolici” 20 pentru ca in lumea pe care o traicstc, care sta sub semnul postmodemismului, 
totul este plagiere a ceea ce mereu a fost acolo, nimic nou nu mai poate fi descoperit, literatura 
se nastc din literatura, toate textele au fost scrise dupa un prim text cu o origine necunoscuta, 
iar textul si Uinta ajung sa se confunde. 

In suspncrca laturii postmoderne vine si acest joc al ipotezelor pe care le emite pentru 
ca mai apoi sa le verifice toate fa^etele, sa le confirme, infirme, reconfinne si renege. Bunaoara, 
in deschiderea „Melancoliei textului” , Radu G. Teposu scrie despre sine: „ Ei da, autorul 
acestei carp este un melacolic, poate un neputincios, un indaratnic, care se sficstc sa dea pe faja 
frigul interior”, pentru ca la cateva paragrafe distant,;! sa i§i nege tristetca §i sa o puna pe seama 
unui joc textual: „Melancolia autorului acestei carp este o licpunc. Poate chiar o perlidie. Caci 
el se lasa sedus de suavitatea limbajului pentru a stoarce lacrimi cititorului. Vrea sa cucereasca 
cu orice prep e dornic de glorie §i onoruri de popularitate, e vanitos §i vrea sa fie iubit de toata 
lumea.” 21 Intrebarea, chestionarea tuturor frazelor sale este ceea ce un scriitor postmodern vrea 
de la literatura. Cum toate au fost deja scrise, literatura poate exista doar daca totul se rastoama, 
se pune sub semnul interogarii si tocmai la suspiciune invita Teposu. Barierele temporale si 
spapale sunt abolite de asemenea, deorece totul fiind deja spus §i avand ca origine primul text 
de provenienpi necunoscuta, prin actul textuarii, scriitorul postmodern nu cunoa§te limite ale 
imaginarii. De asemenea, atitudinea lui Radu G. Teposu de autor suprem, superior care sta in 
centrul operei sale si o transite catre cititori nu este in acord cu postodernismul, fiind o alta 
rcminiscenta modernista. 


19 Ibidem, p. 324. 

20 Ibidem , p.325. 
2l Ibidem., p.328. 
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in pofida tuturor punctelor slabe care sunt explicabile, in mare masura, prin contextul 
social §i cultural al literaturii romane de la momentul redactarii volumului, „Istoria tragica & 
grotesca a intunecatului deceniu literar noua” „ E o carte obligatorie pentru orice bibliografie 
a literaturii romane contemporane. Timpul trece si cartea aceasta Tsi spore§te consinten(a si 
utilitatea. Disociatia ideilor, fine tea observatiilor, alegre|ea stilistica au darul de a te captiva.” 22 
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THE PALIMPSEST OF POETIC SENSIBILITY 


Szilagyi (Szoverfl) Judit-Maria 
PhD Student, ’’Petru Maior” University of Tirgu Mures 


Abstract: The volume ’’Poems” illustrates the strong desire of the poet Octavian Paler to overcome 
certain limitations, internal and external, thus the poetic self-questioning generates an identity situated 
between bounded and unbounded. In these poems, an imaginary is being built, whose itinerary can be 
achieved vertically through an oscillatory descent and ascent, but also horizontally, the word having 
an ontological force. Thus, we grouped the dominant symbols of this specific poetry that always reveals 
in any context, the fundamental unity of several areas of the real. Through a hermeneutic, thematic, 
critical and mythical interpretation of the bookish character and of the hypothesis based on a theory of 
lyrical selves a close-reading analysis of a volume of poetry appears. 

Keywords: infinite, finite, identity, poems, lyrics Octavian Paler 


Volumul „Poeme” de Octavian Paler ilustreaza o putemica dorinta de atingere a 
nemarginitului prin trecerea peste limitele impuse de nivele existentiale cu multiple fatete si 
articulatii. Astfel aspiratiile poetului spre nemarginit sunt prezente in poezii prin simbolul: 
pasarii, a zborului inalt, a visului, a valurilor, al cerului, al marii, sau a pasarii albe. 
Henneneutica nemarginirii se exploateaza ralinat in primele poeme ale volumului, „Jocul”, 
Noaptea Sfantului Batolomeu, si isi atinge apogeul in poemul intitulat Memorie. Putem 
continua spre Focul, Cei care-am fast la Troia si Avem timp. Poetul genereaza un salt spre 
infinit prin zborul inalt al pasarii din poemul Jocul spre soare, singurul element care poate 
genera fericirea „soarele m-a facut fericit” 1 . Aceasta imagine este reluata si in poemul Venus 
din Milo unde nemarginitul mizeaza spre a ameti, „ametite de soare si nimeni nu va mai spune 
despre ele/ decat ca sunt niste pasari ametite de soare 2 ”. in acest perimetru al simbolurilor 
dominante specifice elementului nemarginirii se situeaza si urmatoarele versuri din poemul 
Noaptea Sfantului Bartolomeu, „pasarile nu se mai pot stapani” 3 unde zborul, devine un progres 


1 Octavian Paler, Poeme, ed.cit., p. 13. 

2 Idem, p. 14. 

3 Idem, p. 18. 
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de nestapanit, care creeaza impresia ca eul nu este explozia interioara a expansiunii: „si astept 
sa navaleasca vantul in casa/ sa ma omoare din pricina melancoliilor mele.” 4 . Impresia pe care 
o lasa lectura poemului Memorie este a unui proces al alteritatii in care apare imaginea pasarii 
cu o aripa si cu cealalta transformata in lant. Ascensiunea genereaza o inaltare a eului palerian. 
Poetul are constiinta ca cei care au fost la Troia pot reitera lumina interioara si „pasarile albe” 5 
se vor situa in acelasi perimetru al sufletelor acestor finite. Marea si valurile au capacitatea de 
a duce gandurile poetice spre nemarginit, spre fluctuate dominant ascensionala. 

O alta etapa a evolutiei eului este limitarea propriu-zisa pentru a oferi sinelui regasirea 
ulterioara. Poemele Digul, Cei care am fost la Troia, Moartea cuvintelor si Memorie justified 
integrarea poetului in anumite limite cu scopul de a se intoarce catre sine. Aceasta autoreflectie 
apare prin interogatiile retorice: „n-ati aflat decat ca/ a spera inseamna aproape a trai?” 6 si 
„unde este aceasta insula daca nu in noi insine?” 7 . Insula este elementul cheie al nemarginiri in 
acest volum de versuri, dar corabia si digul sunt alte simboluri ale marginirii. intrebarile 
retorice genereaza un eu problematizant, care tot mereu se limiteaza, se opreste in fata 
obstacolelor impuse de destin chiar daca are dorinta de a trece peste tot. Problematizarea eului 
poetic aflat intre marginit (dig) si nemarginit (mare) ajunge la asumarea identitatii prin 
intrebarile retorice „cine sunt, ce varsta am si ce caut aici./ si de ce m-au oprit in fata acestui 
dig,/ ca si cum 1-as cunoaste?” 8 si ajunge de dezmarginire prin „mai bine sa ne ducem departe 
de ranile noastre/ sa nu regretam nimic si sa cultivam trandaliri [...] ca toate acestea-s firesti” 9 . 

Teoriile lui Gabriel Liiceanu: Despre limita faptul ca „Traim in acest manunchi de raze 
[...], care ne scoate din noi, [...]. Hotarul e mereu de atins si noi iesim din noi, depasindu-ne 
cate un nou hotar.” 10 ne orienteaza la nemarginirea, depasirea limitelor existentiale, redefinirea 
succesorala a eului liric palerian prin simbolurile lumina, mare, dig. 

Imaginea analogica cu cea creata de teoreticianul Liiceanu se traseaza in urmatoarele 
versuri de Paler „Unde este aceasta insula daca nu in noi insine?” * 11 sau in versul „sa ne 
absolvim pe noi insine” 12 si in „vulturii coboara in noi” 13 . Hotarele date, exercitate de forte 


4 Idem, p. 18. 

5 Idem, p. 21. 

6 Idem, p. 14. 

7 Idem, p. 14. 

8 Idem, p. 16. 

9 Idem, p. 27. 

10 Gabriel Liiceanu, Despre limita, Editura Humanitas, Bucuresti, 1994, p. 40. 

11 Octavian Paler, Poeme, ed.cit., p. 14. 

12 Idem, p. 36. 

13 Idem, p. 24. 
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exterioare 14 sunt blocaje prin care se exercita asupra individului, frica de destin prin prinderea 
in cursa fara de sfarsit a secventelor „de depasit-de atins” 15 se ilustreaza in poemul Cursa. 

Imaginea repetitive a unei astfel de existence in care intotdeauna ne mai asteapta un deal 
de trecut orienteaza lectorul catre teoriile filosoficc blagiene din Trilogia cunoasterii. Aceasta 
analogic se revarsa si asupra poeticului deoarece lumina este simbolul cheie al volumului 
Poemele luminilor unde sunt prezente cele doua tipuri de cunoastere, iar acestea se pot 
identifica si la nivelul poemelor lui Octavian Paler. Astfel luminarea mainilor din poemul Focul 
sau lumina din poezia Cei care am fast in Troia, sugereaza o cunoastere luciferica, care este 
responsabil pentru intensificarea misterului. 

De asemenea in poemul Mi-astept amurgul, Lucian Blaga fixeaza cunoasterea spre cea 
interioara „Am prea multa soare in mine” 16 astfel mizeaza pe autodefinire, autocunoastere care 
la Octavian Paler devine o lumina necrutatoare care e in stare de a invinge limitele prin aparitia 
soarelui-lumina. Prelungirea eului la Octavian Paler este un proces prin care se ajunge la 
cunoastere, iar drumul „inapoi” poate fi doar cel care duce la sine insusi, la esenta. 

Simbolul crucii sau motivul rastignirii sunt deasemeni, comune la cei doi poeti, daca la 
Octavian Paler pasarea cu o singura aripa ramasa sa spere este rastignita 17 , atunci la Lucian 
Blaga oasele vor cadea de pe cruce 18 . Similitudinea aceasta ne desemneaza legaturile organice 
dintre poeziile celor doi poeti. Atitudinea poetica de confesiune interioara atat la Octavian Paler 
cat si la Lucian Blaga este tacerea. La Lucian Blaga cunoastem precedentele acestei stari 
dinaintea procesului de creatie, deoarece in opera „Hronicul si cantecul varstelor” marturiseste 
„Inceputurile mele stau sub semnul unei fabuloase absente a cuvantului. Unnele acelei taceri 
initiale le caut insa in zadar in amintire” 19 . Aceasta confesiune fiind una tragica, ne calauzeste 
la opera epica a lui Octavian Plaer, mai exact la romanul parabola „Viata pe un peron”, unde 
apare tacerea prin acea intamplare cand la o frizerie personajul din roman, aude o femeie 
strigang, insa acest urlet continuu nu este auzit doar de catre el, astfel personajul are simpresia 
ca toti oamenii din jurul lui traiesc in cruste de sticla si astfel, pentru ei lumea din jur este o 
tacere/ o liniste/ o armonie. O alta ipostaza in care apare tacerea in poezia lui Octavian Paler 
este o transfigurare a unei imagini tactile intr-una auditiva prin „buzele mele de piatra” care nu 


14 Cf Gabriel Liiceanu, Op. cit., pp. 123-125. 

15 Ibidem, p. 40. 

16 Lucian Blaga, Poemele luminii, Editura Prometeu, Bucuresti, 1991, p. 31. 

17 Octavian Paler, Poeme , ed.cit., p. 21. 

18 Lucian Blaga, Epilog, „Mane oasele au sa-mi cada de pe cruce”. 

19 Lucian Blaga, Hronicul si cantecul varstelor, Editura Albatros, Bucuresti, 1980, p. 289. 
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pot fi smulse, astfel sugerand tacerea, tacerea care vorbeste de la sine, aceea comunicare 
dincolo de cuvinte care este sugerata si in poezia „Elegie”, „toate-s firesti” 20 . Aceeasi tacere 
vorbitoare de la sine, poate cu o esenta mai accentuata este „trebuie sa existe o tacere egala/ cu 
toate cuvintele” 21 . Asocierea tacerii cu mama poetului apare in poemul „Da”, unde apare acea 
iertare universala fara de care eul liric nu poate merge mai departe pe drumul vietii: „Mama/ 
iarta-ma, nu puteam altfel./ Stiu, tu ai tacut toata viata/ si ar fi trebuit si eu sa fac, poate, la fel,/ 
dar trebuia odata ca din tacerea noastra/ sa tasneasca un strigat/ si iata-1, imi umplu gura de 
speranta si lacrimi/ si de tristete insorita/ ce-mi apartine, nu mai stiu,/ mie sau mormantului 
meu. Dar/ aceasta aproape nu mai are nici o importanta” 22 . 

Intelectualizarea emotiei estetice se produce la nivelul intregului volum unde ni se 
creioneaza o poezie reflexiva, unde sensibilitatea e radical culturalizata, realul devenind o 
inconsistent^ aparte, aparand doar prin epifanie sau estompare 23 . 

Reflexivitatea poeziei lui Octavian Paler poate fi demonstrata prin prezenta eului 
impersonal, contopirea acestui eu cu instanta exterioara, antiistorica si atemporala, iar livrescul 
prin urmatorul citat: „Poezia livresca se iveste in umbra celei clasice, reflexive si vizionare, 
destructurand nucleul ei functional si traieste din cateva ostentatii si excese” 24 . 

Legatura organica dintre Octavian Paler si Lucian Blaga pot fi demosntrate prin epistola 
adresata lui Lucian Blaga, Scrisoare domnului Blaga in care se asemana cu poetul luminilor 
prin provenienta lor din aceleasi meleaguri, din muntii Lagaras respectiv, muntii Apuseni aflati 
in Transilvania: „Langa muntii 25 acestia simt ca m-as putea naste din propriul meu nume, [...]. 
Caci Ithaca nu-i o legenda, ci prima conditie pe care viata i-o pune fiecaruia pentru a se distinge 
de nisipul pe care-1 spulbera vantul. [...] Amandoua ard si purifica” 26 . Prin urmare legatura 
dintre cei doi poeti este esentiala, organica dominata de sensibilitate culturala, de memorie 
afectiva si rezulta o poezeie reflexiva: „Reflexivitatea e, fireste, un climat de stimulare a strarii 
livresti” 27 . Poezia reflexiva impune o nonperinenta intre eu si lume astfel oferind poeziei 
constiinta unei renasteri a limbajului poetic de forta constructiva. 


20 Octavian Paler, Poeme , ed. cit , p. 27. 

21 Idem , p. 14. 

22 Idem , p. 39. 

23 Cf. Alexandria Cistelecan, Poezie si livresc, Editura Cartea Romaneasca, Bucuresti, 1987, pp. 9-11. 

24 Ibidem , p. 9. 

25 Andrei Plesu considera ca pustiul si muntele sunt doua spatii existentiale contradictorii, astfel poetului Octavian 
Paler din cauza aceasta nu prefera pustiul ci mai mult muntele, care ofera „temeritatea de a infrunta acest Infern”,in 
Despre ingeri , Editura Humanitas, Bucuresti, 2003, pp. 141-147. 

26 Octavian Paler, Scrisori imaginare, Editura Polirom, Iasi, 2010, pp. 257-265. 

27 Alexandra Cistelecan, Poezie si livresc, ed. cit., p. 16. 
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O trasatura aparte a livrescului este sensibilitatea culturalizata: „Apoi corabia noastra a 
mers prin nopti in care lumina/ era un fel de amintire ciudata/ si printre pasari albe care zburau 
intre noi si greselile noastre/ si nu ne mai separa de zei doar moartea” 28 . 

Alexandru Cistelecan in lucrarea Poezie si livresc afirma ca febra creativa a poetilor 
livresti „nu e una aurorala si ei traiesc in orizontul unui nou elenism” 29 . Prin aceasta constatare 
se poate demonstra ca poezia lui Octavian Paler este una reflexiva, livresca dar, in acelasi timp 
se apropie si de cultura elenica. 30 

Octavian Paler marturiseste in foarte multe interviuri ca el este fascinat de civilizatia 
antica, iar pe marii ganditori antici ii considera un adevarat model. O tangenta aparte are pentru 
filosofia Greciei antice, pentru Platon, in Republica, cartea a VH-a Platon elaboreaza o teorie 
a ideilor facand distinctia intre existenta sensibila si existenta inteligibila. Astfel prima 
existenta, cea sensibila are la baza teoria ideilor, al realitatii, aparente, iar cel din urma, 
existenta inteligibila este lumea Fonnelor Pure, a ideilor, e o mctafizica a realitatii esentiale. 
Toate acestea in opera filosofului antic este camuflata in urmatoarele simboluri: pestera- care 
sugereaza lumea sensibila, este o realitate aparenta, iar intunericul pesterii 31 infatiseaza omul 
limitat, incult, lanturile indica prejudecatile si acele sensibilitati care limiteaza omul; focul este 
lumina cunoasterii, umbrele sunt imaginile corpurilor fizice, acele aparente care genereaza fel 
de fel de opinii, pareri, perceptii si imaginatia. 

Pentru Platon, drumul initiatic spre cunoastere esentiala este cunoasterea prin intelectul 
analitic, astfel contemplarea lumii este o cunoastere metafizica, prin intelectul pur care implied 
intelect, ratiune si episteme. Astfel ajungem la conceptiile lui Octavian Paler despre creatie, 
arta: „Asadar un poet care nu e un profet al sperantei,/ un poet cu buzele arse care nu simte 
nevoia sa/ cante ploile lumii/ n-a inteles ca poezia e in primul rand o forma a sperantei.” 32 
Pentru Platon soarele este ideea binelui sugerand perfectiunea, acest simbol apare si in poezia 
lui Octavian Paler „soarele m-a facut fericit” 33 sau „cand soarele arde” 34 sugerand momentul 
devenirii, un moment plin de energie pozitiva generata de soare. 


28 Octavian Paler, Poeme , ed. cit., p. 29. 

29 Alexandru Cistelecan, Poezie si livresc , ed. cit., p. 18. 

30 Cf. Idem. 

31 Cf. Cristian Badilita, Socrate omul, Chipul lui Socrate in dialogurile lui Platon, studiu introductiv si selectia 
textelor de Cristian Badilita, Editura Humanitas, Bucuresti, 1996, pp. 87-91. 

32 Octavian Paler, Poeme, ed. cit., p. 6. 

33 Ibidem, p. 13. 

34 Ibidem, p. 7. 
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La Platon sufletului i se atribuie simplitate si efemeritate ideilor, este cunoscStoare a 
lumii inteligibile print-un proces de conversiune a cSrui fortS creeatoare o constituie erosul. 
Cunoasterea ideilor este doar o reamintire, sufletul care este limitat in corpul fizic, inchisoarea 
bind o reminescentS a orfismului. Sufletul este menit sS pregSteascS individul pentru moarte. 
Acest proces elibereazS sufletul incarcerat si ii oferS posibilitatea de a se intoarce in lumea 
ideilor. Aici in acest proces intervine filosofia (conceptia lui Platon) care are menirea de a 
pregSti sufletul pentru recunoasterea imortalitStii sale. Versurile „ce-mi apartine, nu mai stiu, 
mie sau mormantului meu. Dar/ aceasta aproape nu mai are/ nici o importantS” 35 , exprimS 
deliberarea de lumea reala si astfel sufletul poate atinge stadiul nemuririi. Lumea materials nu 
este una reala, ci numai o umbra a lumii reale, deoarece reprezintS forme a cSror reprezentSri 
solicits actul hermeneutic. 

O analogic remarcabilS este intre arta poeticS a lui Octavian Paler din volumul Poeme 
care apare sub titlul Scrisoarea domnului Holderlin , dar epistola lipseste. Acest fapt automat 
conduce lectorul la studierea poetului Holderlin. DacS urmSrim cu meticulozitate opera lui 
Holderlin, aflSm cS pentru el Grecia insemnase mai mult decat o geografie consacratS 
mitologic, semnificS un traseu initiatic prin care personajele mitologice sunt transpus i din 
spatiul antic grec in lumea actuals 36 . Astfel, ne poate fi clarS relatia dintre Octavian Paler si 
Holderlin deoarece si la Octavian Paler in toatS opera, personajele mitologice se miscS cu 
vitalitate contemporanS. 

In demersul nostru am incercat o apropiere a poetului Octavian Paler de Lucian Blaga, 
am constatat latura livrescS si relatiile cu opera scriitoului antic Platon, iar in urmStoarele vom 
incerca o analiza a imaginarului prin desprinderea si corelarea simbolurilor esentiale ale 
volumului, pentru a putea ajunge la o imagine de ansamblu asupra omului Octavian Paler. 

Poezia lui Octavian Paler construieste un imaginar a carui itinerar se poate realiza pe 
verticals prin oscilatoria coborare si ascensiune, dar si pe orizontala, cuvantul avand forta 
ontologica. In acest sens am grupat simbolurile dominate ale poeziei care „dezvaluie 
intotdeauna, in orice context, unitatea fundamentals a mai multor zone ale realului” 37 . 

Vom analiza: o confruntare a identitStii si alteritStii care rSzbate din versurile din 
moartea cuvintelor. Eul este dominator in propria confesiune, dar detasarea in persoana a III-a 


35 Ibidem , p. 39. 

36 Cf. Johann, Cristian Holderlin, Hyperion. Moartea lui Empedocle (I.), traducere de Stefan Augustin Doinas si 
Virgil Nemoianu, prefata de Wolf Aichelburg, Editura Minerva, Bucuresti, 1977, p. 10. 

37 Gilbert Durand, Aventurile imaginii. Imaginatia simbolica. Imaginarul, traducere de Anisoara Bobocea, Editura 
Nemira, Bucuresti, 1999, p. 81. 
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si aparitia imaginii tribunalului, a judecatorilor, care au forta de a decide destinul determina la 
un dialog in care se pledeaza si se acuza. Dialogul se realizeaza cu un anonim surpriza, care 
imi grabeste clipele. Nisipul desemneaza curgerea, disparitia, caderea, dar si reminiscentele ce 
se intiparesc intr-o identitate care se misca si se depoziteaza in altul. 

Conform Rodicai Marian intr-un sens neexplicit teoretizeaza doua posibile sensuri ale 
alteritatii, o alteritate interioara in care alter-ul este coexistent eu-lui si o alta alteritate tot 
neconflictuala in care eul isi gaseste alterul intr-o dimensiune a profimzimilor sufletului, adica 
acolo unde egoul isi pierde egoismul si accede la sentimentul Fiintei lumii. 38 

in perimetrul acestei teorii putem interpreta poemul Memorie de Octavian Paler, unde 
apare alteritatea interioara prin zborul pasari „cu o aripa ramasa sa spere/ si alta pe care o taraste 
in zbor” 39 . Cele doua aripi, una care poate salta sugerand zborul, ascensiunea, iar verticalitatea 
se completeaza cu cealalta aripa din lant, care se taraste, coboara in adancurile fiintei in somn, 
astfel realizandu-se un proces al alteritatii. 

Emanuel Levinas intr-un studiu propune o etica care pretinde eului sa se sacrifice pentru 
celalalt: „eu sunt pentru celalalt” 40 . in poemul Da de Octavian Paler sacrificiul pentru celalalt, 
altruismul apare prin prezenta mamei si prin transformarea tacerii mamei in strigatul fiului, 
care prin cuvinte, prin lacrimi si tristete pronunta strigatul care precede sacrificiul (tacerea). 
Acest sacrificiu este pentru celalalt in cazul mamei, iar in cazul eului liric pentru arta, creatie 
„cuvintele mele sunt aici si le strang/ ca pe o lance” 41 . Cautarea identitatii pentru Octavian 
Paler a considerat un proces ontologic, o problematizare continua, acest aspect poate fi urmarit 
in poemul Digul, unde eul se uneste cu domeniul cunoasterii (marea) si tinde spre eternitate 
unde va afla elementele esentiale pentru propria lui identitate: despre timpul lui, despre 
valentele ontologice ale fiintei sale, despre cosmosul in care exista. Abolind tot ce e in jurul 
lui (realul) ajungand spre atemporalitate si aspatialitate. 

Constiinta poetica se manifesto diferit continuu fund fiorul cautarii. Astfel pe parcursul 
poeziilor Venus din Milo, Digul si Memorie eul liric este unul reflexiv-meditativ. In Venus din 
Milo apare cuvantul atotstiutor, atotexprimator, care s-a creat inaintea cuvintelor, un cuvant 


38 Cf. Rodica Marian, Identitate si alteritate, Editura Fundatiei culturale. Ideea europeana, Bucuresti, 2005, pp. 5- 
7. 

39 Octavian Paler, Poeme , ed. cit., p. 21. 

40 „Emanuel Levinas in dialog cu Franfois Poirie”, Problema alteritatii, in „Secolul 21: Alteritatea”, nr. 1-7, 2002, 
p.19. 

41 Octavian Paler, Poeme , ed. cit., p. 39. 
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prin care se poate exprima totul sau o tacere egala cu toate cuvintele, o tacere care vorbeste in 
locul cuvintelor, exprima. 

Meditatia devine si mai profunda prin aparitia apei limpezi a tipatului de pasare, a 
sculpturii Venus din Milo, urmele ciudate de nisip, intrunind framantarile sufletesti ale 
poetului: adevarul, cuvantul, arta si statutul artistului. Problematizarea si aprofundarea 
reflexiilor se continua si in poemul Memorie unde apare dualismul prin cele doua aripi, una 
care se inalta, alta care coboara in adancurile sinelui creand verticalitate. Aceeasi coborare in 
sine, problematizare si meditatie profunda se poate identifica in poezia Digul amintita mai 
devreme: „de ce m-am oprit in fata acestui dig,/ ca si cum 1-as cunoaste?” 42 

Arta poetica din acest volum este poezia Poetul, cel care are si un alt titlu (doarece in 
volumul Scrisori imaginare inlocuieste epistola imaginara adresata poetului Holderlin), 
Scrisoarea domnului Holderlin. Aici lectorul identifica un eu narcisic, care pe tot parcursul 
textului se oglindeste. Poetul are un statut generator, creator, artizan, un homo faber care 
trebuie, sa-si asume faptul ca, cantarea are rolul lor principal prin care oglindesc speranta, 
reflecta acele adancuri ale sufletului, ale sinelui pe care le-au identilicat in poemele reflexiv- 
meditative. Eul hipersensibil, care nu se poate identifica cu cei din jurul lui apare in poemul 
Impostura : „Ceilalti lupi m-ar sfasia daca ar sti/ ca urletul meu e in realitate un plans” 43 . Astfel 
ajungem la cuvant, la urlet, la tacere care vorbeste in locul cuvintelor, deci eul liric care este 
un enuntator liric. Regasirea orfica, coborarea in abisurile flintei provin din tacere, care apare 
in multe poeme ale volumului, insa in acest poem intr-un mod demascat printr-o metafora 
„buzele mele de piatra”. Eului liric i se lipeste o masca de piatra care nu se poate smulge sau e 
greu de indepartat, astfel s-a inradacinat in fiinta lui, deoarece in prima ipostaza masca este 
celalalt, iar in urmatoarea ipostaza masca devine sinele prin asumarea jocului flintei pentru a 
putea converti misterul in cunoastere si rostirea poetica se eternizeaza prin aceasta sporire a 
misterului ajungand la cunoastere. Astfel putem ajunge la un homo ludens. 

Poemul Avem timp situat intre ultimele poeme ale volumului genereaza un eu poetic, 
care pe tot parcursul textului este schimbator, daca in primele versuri este in devenire, este 
pasional in urmatoarele devine un homo faber, constient de proiectele lui „sa citim si sa scriem,/ 
sa corectam ce-am scris [...]/... sa facem proiecte” 44 , dupa care se transforma in eul visator, 
dupa aceasta ipostaza avem de-a face cu un eu stihial dilematic, care isi pune fel de fel de 


42 Ibidem , p. 16. 

43 Ibidem , p. 11. 

44 Ibidem , p. 36. 
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intrebari si raspunsuri avem timp sa ne-alungam intrebarile,/ sa amanam raspunsurile” 45 pana 
ce ajungem la spatiul oniric prin vis, dupa care constientizeaza realitatea: are timp pentru toate 
cat isi doreste, „Nu e timp doar pentru putina tandrete” 46 , adica nu trebui sa-1 masoare, pana 
cand nu il masoara, il are. 

Identitatea si alteritatea, tipurile de eu sunt strans legate de destinul poeticului. Drumul 
vietii poate fi constituita ca destin prin asumarea identitatii in relatie cu celalalt care poate fi o 
umbra a eului. 

Octavian Paler care pe tot parcursul vietii sale incearca a talcui misterele, semnele 
intalnite. Transformarea realitatii in semn este o modalitate de a umple cu realitate semnele 
fara continut. 47 Aceasta atitudine il apropie de eroul sau preferat de Don Quijote, astfel in 
poemul Aceeasi varsta, ilustreaza personajul sau preferat, cu care se si identified inca din 
primele versuri, „Am exact varsta la care Don Quijote si-a inceput/ aventurile,/ am aceeasi 
varsta si iubesc lumea la fel,/ nu-mi mai lipseste nimic” 48 . Aceasta identilicare in cazul acestui 
poem se refera doar la varsta comuna a celor doi aventurieri. Trebuie remarcat ca Octavian 
Paler, ca si Don Quijote, nu este omul extravagantei, ci mai degraba un pelerin meticulos, care 
„poposeste in fata tuturor marcilor similitudinii” 49 . Statutul de aventuriei este o similitudine 
dintre cei doi deoarece personajul din opera lui Cervantes calatoreste, iar poetul Octavian Paler 
marturiseste ca, si fara, scutier si Rosinante va porni la drum, „voi pomi singur la drum”, „voi 
merge pe jos”, „drumul m-asteapta” 50 . Michel Foucault afirma ca pentru cavalerul lui 
Cervantes, aventura va 11 o descifrare a lumii, pe aceasta constatare se si poate construi 
similitudinea dintre cei doi. In poemul Avem timp, motivul destinului este interdependent de 
tema timpului, adica este conditionat de acesta, si chiar daca eul liric considera ca are timp 
pentru toate, fara sa masoare timpul, destinul este un drum interior asumat, care poate fi 
invinovatit, dar este interdependenta de atitudinea individului, cum se raporteaza la destin, 
drum al vietii, timp si la urmarile acestuia. 

Asumarea destinului este un mod de a creea arta, acestui motiv i se atribuie motivul 
drumului, care in poemul Lectia inutila de logica apare in ipostaza de destin, drum al vietii 


45 Ibidem , p. 36. 

46 Ibidem, p. 36. 

47 Cf. Michel Foucault, Cuvinte si lucruri, traducere din limba franceza de Bogdan Ghiu si Mircea Vasilescu, 
studiu introductiv de Mircea Martin, Editura RAO International Publishing Company, Bucuresti, 2008, pp. 103- 
107. 

48 Octavian Paler, Scrisori imaginare, ed.cit ., p. 22 

49 Michel Foucault, op.cit., p. 103. 

50 Octavian Paler, Poeme, ed. cit., p. 22. 


1149 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


asumat, „totusi am plecat si am sosit undeva,/ am gresit drumul, dar am sosit undeva/ dar cand 
nu mai sosim nicSieri/ totul devine ilogic. Spre ce ne ducem/ dacS nu sosim nicSieri?” 51 
Desertul, pustiul pentru poet este locul unde se retrag ermetii pentru a-si infrunta atat propria 
naturS, cat si pe cea a lumii numai cu ajutorul lui Dumnezeu. Astfel relatia este una verticals, 
iar, in mai multe mSrturii ale lui Octavian Paler cunoastem faptul cS el nu contests existenta 
lui Dumnezeu, dar nu crede in el. Prin aceste confesiuni ajungem si la romanul Viata pe un 
peron unde e singur intre desert si mlastinS si incearcS sS-si clarilicc relatiile lui cu lumea 
exterioarS si interioarS. 

Pentru Paler elementul esential este pSmantul, tSrmul pe care s-a nSscut, astfel satul 
natal Lisa si muntii FSgSras sunt mediul in care el se simte in conformitate. in afarS de aceste 
elemente vitale avem cumulul marea si nisipul. In jurnalul Aventuri solitare ne sunt dezvSluite 
legSturile organice ale poetului cu marea si cu nisipul. Ambele ii oferS acel catharsis pe care 
nu o poate simti in nici intr-o altS ipostazS. 

Comunicarea pentru poetul Octavian Paler este o formS de a sensibiliza lumea din jurul 
lui, astfel dialogul dintre eul poetic si lumea exterioarS se realizeazS prin prisma experientelor 
pe care le transfigureazS incercand sS transmits mesajul prin semne, cuvinte. Astfel nisipul 
fund simbolul abundentei, al curgerii timpului, al sensibilizSrii miscSrilor, al purilicSrii si al 
abraziunii 52 intruneste in poezia lui Octavian Paler urmStoarele elemente: „chip de nisip”, 
„maini de nisip”, „limba in gurS ....tot de nisip”, „tribunalul de nisip”, „lumini de nisip”, 
„amintiri de nisip”„judecStori de nisip”, „esafod de nisip” 53 . Toate aceste elemente, care in 
viziunea artisticS a poetului sau transformat in nisip, sugereazS matricea, un regressus ad 
uterum. Acest stadiu se realizeazS atunci cand apare moartea cuvintelor, adicS in urma 
incheierii dialogului, cand apar judecStorii care cronometreazS, care condamnS in piata publics, 
in agorS. Acest tribunal judecS, acuzS dialogul dintre eul liric si cineva, un anonim. Amintirile 
de nisip transfigureazS imaginile anterioare, deoarece reprezintS un proces anamnetic de 
redescoperire a celor ce par sS disparS, astfel dialogul cu anonimul surprizS simte trecerea 
timpului, dar clepsidra va fi intoarsS de acest cineva, astfel timpul parcS e intors, spre trecut, 
ceea ce sugereazS realizSrile eului liric, o retroviziune asupra vietii lui, asupra intregului, „Tot 
ce-am iubit s-a transformat in nisip/ Tot ce-am gresit s-a transformat in nisip” 54 . Iubirea apare 


51 Idem. 

52 Cf. Jean Chevalier, Alain Gheerbrant, Dictionarul de simboluri, vol II, Editura Artemis, Bucuresti, 1994-1995, 
p. 342. 

53 Octavian Paler, Poeme , ed. cit., p. 22. 

54 Idem. 
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in ipostaza de tot, adica in cele patru tipuri de iubie, eras, care reprezinta pasiunile sale, philia 
care se asociaza cu prietenia cu afectiunea, storge cu iubirea naturala de tip atasament, care se 
realizeaza intre parinti si copii si cu agape, care sugereaza convingerile poetice si relatiile sale 
cu Divinitatea. Experientele sale au fost numeroase, dar au existat multe greseli, care vor fi 
judecate, pentru care acele experience din trecut ar trebui reconsiderate, dar aceasta 
reconsiderare poate fi realizata, doar daca se redeschide dialogul, dintre el si lume, insa acest 
proces trebuie, sa se instaleze inaintea ca elementul esential al comunicarii, cuvintele sa moara. 

in poemul Jocul elementele din care Octavian Paler doreste sa construiasca o „mare„ si 
„un tarm” sunt: „o scoica”, „cateva pietre”, pe acest tarm care va fi creat de el, poetul va sta pe 
nisip. Aceasta imagine ilustreaza lumea interioara a poemului: scoica sugerand deschiderea/ 
increderea spre fortele apei/ al creatiei si pietrele Hind materia prima, iar nisipul elementul 
germinator. Astfel apa/ marea, ploaia, „apa limpede” sunt datatoare de viata si sunt in legatura 
directa cu muntele, ambele Hind elemente esentiale pentru poet: „ Noi nu iubim muntele pentru 
ca este verde si nu iubim marea pentru ca este albastra, chiar daca ne explicam atractia pentru 
ele in felul acesta, ci le iubim pentru ca ceva din noi, din amintirile noastre inconstiente a 
izvorat totdeauna si pretutindeni din iubirile noastre din copilarie, din acele iubiri care la 
inceput nu se indreptau decat catre Uinta, in primul rand catre fiinta-adapost, catre fiinta-hrana, 
mama sau doica” 55 . Crezul poetic care se poate deduce din poemul Jocul si Noptile este „un 
reprezentat practic, nimic nu suntem, un simplu fir de praf pe obrazul Timpului” 56 . Elemente 
contradictorii care se stabilesc in viziunea poetica paleriana sunt: „nisip negru ” 57 si soarele 
ilumineaza, din aceste simboluri, putem creiona aceea ascensiune, care se realizeaza din 
adancuri, din marea/ nisip/ tarm si cresc catre zbor, pasare, soarele, aripa. Astfel dilaterea fiintei 
poetice este una verticals si orizontala. 

Simbolurile ascensiunii apar in majoritatea poemelor, pasarea este elementul salvator 
din pozie Cei care am fast la Troia, coloristica acestora este albul, prin acesta sugerand lumina, 
puritatea acestor pasari albe ii sunt antonime „vulturii” 58 , care coboara in noi din poemul Focul. 
Atitudinea catabasica, una orfica prin care se produce cantecul existentei germinatoare, prin 
care se poate ajunge la armonia originara a fiintei. Astfel pasarea cu o singura aripa poate fi eul 


55 Gaston Bachelard, A pa si visele. Eseu despre imaginatia materiei, traducere de Irina Mavrodin, Editura Univers, 
Bucuresti, 1995, p. 132. 

56 Inteviu cu Octavian Paler, realizat de Eugenia Voda, aparut la Tvr cultural, accesat pe www.voutube.com . la 
data de 15.07.2014. 

57 Octavian Paler, Poeme, ed. cit., p. 8. 

58 Octavian Paler, Poeme, ed. cit., p. 24. 
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line, care va ajunge la acea stare nostalgica de increat, doar prin gasirea celeilalte aripi, care 
nu e altceva decat opera. Procesul prin care se va ajunge la aceasta stare este zborul, saltul si 
culminatia va fi soarele de pe cer, care ii va oferi „cerul gol” 59 , „cerur 60 , „lumina”, „stau in 
soare, in lumina” 61 si se ajunge sa fie „ametit de soare” 62 . 
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THE TRAGIC CHARACTER IN TWO TRANSYLVANIAN WORKS 
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Abstract: In the literary> activity of Balint Tibor and Mihai Sin we can identify a special human type. 
These human types are fighting with their own faith and character. The reader is facing the awful truth 
of the '50s, the extreme human relations, and its consequences. Both novels are leading writings of 
contemporary literature, showing the reader the darkness of the human character and the destroying 
power of the era. 

Keywords: character, tragedy, fight, novel, figure 


in zilele noastre traim era diversitatii formelor, asocierilor contradictorii, opozitiilor, 
integrarilor, rupturilor, duplicatiilor, incompatibilitatilor, a schimbarilor greu perceptibile din 
cauza repeziciunii lor. Una dintre noutatile romanului modem este ca se apropie cu arzenalul 
complet al timpurilor vechi si modeme de convietuirea abia detectabila a schimbarilor istorice, 
de civilizatie, de cultura, de mentalitate. Pentru receptarea structurilor adanci ale vietii profita 
atat de clasicism cat si de castigurile limbajului postmodern. 

Anii de dupa al doilea razboi mondial. O era in care sentimentele dominante erau 
tensiunea latenta de zi cu zi, cosmarul razboiului si frica obsesiva de un nou razboi, fapte si 
sentimente care au pus amprenta pe viata interioara oarecum „pe picior slab” a oamenilor. Ca 
urmare individualitatile create de scriitori adica personajele operelor literare doresc sa traiasca 
simplu, linistit dar sunt striviti, descurajati de valorile ruginite ale erei, de fatarnicia, de 
parvenitismul ei, era in care moralitatea, valoarea, ordinea, credinta sau cinstea par demodate. 

Diferitele perspective ale abordarii personajelor in operele literare a dat nastcre la o 
multitudine de reprezentari ale omului: realista, ideatica, fabuloasa sau chiar abstracts. 
Personajul contemporan in acela§i timp este si om §i intruchiparea fanteziei automlui, figura 
ideatizata ca in evul mediu §i abstracts ca cel modern. Alaturi de figuri cu trasaturi general 
umane si extraordinare in operele modeme se regasesc §i personaje ca abstract i umanizate, 
caractere invizibile, pseudo-caractere dezumanizate sau figuri simbolice. insa, in oricare epoca, 
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oricare gen sau specie literara am analiza omul ca personaj literar, el ramane si constituie „o 
realitate esenpala, concreta, prima si ultima realitate a existen^ei.” 1 

in privinta important personajelor, filozoful §i scriitorul deist francez Diderot observa 
o rasturnare fata de antichitate, cand obiectul principal al personajului era caracterul, iar starea 
sociala era doar un accesoriu. Evolupa literaturii a condus la inversiunea faptelor, starea 
devenind obiectul principal si caracterul decazand la nivel accesoriu. In secolul al XVIII-lea 
accentul a revenit la valoarea antica, spre starea morala a personajului, accent care este valabil 
si in modernism. Personajul operelor contemporane nu acponcaza ci se gandcstc, se zbate, 
intreaba §i cauta raspunsuri cxistenpalc, este deziluzionat, confuz. Autorul percepe §i traicstc 
intensiv si cu acuitate amenintarca omului, cautand sa o exprime deseori in mod extrem, astfel 
indepartand tot mai mult eroul de lume, de mediu. Personajul devine negarea to tala a eroului 
conventional. Pasivitate, sufcrinta, reflec|ii auto-torturante ii controleaza viata, devine 
incapabil de a ac^iona §i totodata este consticnt de starea sa. Astfel ia nastcrc personajul 
reflector, ganditor. 

Nici imaginarul nici simbolicul nu cuprind in totalitate realul, care ramane undeva 
dincolo de subiect, dincolo de reprezentare. El apartine de domeniul inexpresibilului, al ceva 
deasupra puterii cuvantului. „Idealul umanist se salveaza, supravietuie§te, moare sau rename, 
numai in noi, in con^tiinta noastra, a tuturor oamenilor, pentru care ideea de „om”, „umanism”, 
„umanitate” pastreaza inca un sens viu si imediat. Ceea ce echivaleaza cu a spune ca intreaga 
problema umanista depinde de clarilicarca §i consolidarea ideii de om ca norma a existenjei si 
dezvoltarii plurale a omului.” 2 

Arta moderna este condusa de o opozitie ierarhica in care personajul si istoria proprie 
(sau personajul si actiunea, caracterul si evenimentele) apar ca oponenti. Valorile adevarate 
sunt purtate de omul interior, de viata interioara (sufletul) opus omului exterior (trupul), a 
aparentei. Scopul romanului este de a evidentia, de a valorilica acest om interior. Caracterul, 
ca si concept, a disparut din opinia publica si din studiile de cercetare literara, pentru ca azi nu 
in caractere ne gandim - cu toate ca utilizam cuvantul -, omul secolului al XX-lea nu are 
caracter ci psihologie sau constiinta. 


1 Adrian Marino, „Dintr-un dicponar de idei literare”, Editura Argonaut, Cluj napoca, 2010, p.283 

2 idem, p.283 
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Balint Tibor, inovator al literaturii maghiare din Ardeal, in operele de debut ne 
povcstcstc momente din viaja lui, avand teme, personaje obisnuitc, iar apoi trece la opere in 
care prezinta cititorilor tragedii ale destinelor umane. 

Romanul Zarandoklas a panaszfalhoz, care are structura unui volum de nuvele, este 
considerat a fi un amestec al tradipilor realiste ale secolului al XlX-lea si a tcndintclor 
modemiste din sec. al XX-lea §i este un punct de reper pentru istoria literaturii maghiare. 

Scriitorul Balint Tibor, Hind crescut in periferia Clujului, in mai toate operele lui a 
descris cu originalitate de neintrecut viapi oamenilor saraci §i influenza istoriei, a politicului, a 
mcntalitapi timpului asupra viejii. Romanul Zarandoklas a panaszfalhoz prin tehnica 
paralelismelor dusa la pcrfccpunc ne prezinta §apte sorp diferite, unele incruci§andu-se, altele 
nu. Suprapunerea drumurilor vicpi, formarii psihologice ale personajelor, scoate la iveala 
puterea dramatica a politicii timpului asupra vicpi omului marant. Personajele se lovesc 
permanent de visele proprii, de doruri, de ambipi §i de pornirile lor omcnesti. Contrastul dintre 
educapc §i locul ocupat in societate este putemic subliniat, cat si schimbarile psihologice 
survenite prin pierderea credintci in Dumnezeu, in Bine. Autorul parca este atras de legaturile 
omene§ti extreme, de contradicpa anilor 50. 

Mentalitatea timpului, a politicului, contradicpa dintre nivelul de educapc si locul 
ocupat in societate sunt putemic si in maniera realista aratate prin personajul Zsakos Janos, 
care este un pgan devenit secretarul satului Remetelak. Este un personaj sinistra. Prin 
comportamentul, abuzurile, agresiunile lui este personajul de groaza al satului, care el insu§i 
este consticnt ca originea, modul de via|a si educapa lui nu corespund cu rolul avut in societate, 
§i el insu§i se plange ca „Dar se pare ca femeilor ceva altceva conteaza ... ca cine este intelectual 
§i cine nu ... si a ras de el pentru ca el este numai fiul unui muzicant, nu a Incut §coala, ca 
accstia”P Iar, faja de cei invat,ap, cum ar fi medicul satului, Halmi Sandor, isi exprima 
resentimentele astfel: „o sa-i vina de hac, pentru ca se da domn, pentru ca dintre „intelectuali” 
el este care detesta sa se tutuiasca cu el” 3 4 . Are doua tentative de agresiune sexuala si o tentativa 
de omor, toate din cauza resentimentului ca nu este acceptat de populate. Tot din aceasta cauza, 
i§i cheama radele hingheri sa omoare top cainii din sat, pentru ca este deranjat de latratul lor. 


3 Balint Tibor, „Zarandoklas a panaszfalhoz”, Editura Kriterion, Bucure^ti, 1978, pp. 54-55 

„De iigy latszik, a fehernepeknel valami egyeb szamit ... hogy ki entellektuel s ki nem az ... ot pedig kikacagta, 
mert 6 csak egy muzsikus fia, nem vegzett magasabb iskolat, mint ezek” (trad, ns) 

4 idem, pp. 37-38 

„azert teszi be neki az ajtot, mert az urat jatssza, mert az "entellektiielek" koztil 6 az, aki ruhell tegezodni vele” 
(trad, ns) 
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Nici cu familia nu §tie sa se comporte frumos. Este de parere ca el a ridicat-o pe sojia lui la un 
nivel acceptabil, dar nici ea nu este recunoscatoare, nu are grija de el si nici de gospodarie. 
Copii lui umbla murdari, ncspalatj, nu merg la §coala iar el este satisfacut cu nivelul lor de trai, 
cu educatia si comportamentul lor. Prin acest personaj autorul ne da un exemplu autentic, 
veritabil pentru felul in care se decurgeau lucrurile in timpul comunismului. Cu cat mai 
needucat, cu atat mai inlluen^abil era omul, avea cu atat mai mare §ansa de a ajunge „cineva” 
in comunitate, oameni care dupa §ase luni de reeducare sau scoala de partid deveneau persoane 
ideale pentru stat, persoane de conducere. 

in contrast cu Zsakos ne este aratat medicul Halmi, care avand con§tiinja de doctor, 
lupta pentru curatcnia satului, pentru sanatatea satenilor, opereaza la orice moment al zilei si 
face toate acestea fara a primi multa recuno§tinfa. De exemplu, o trimite pe sora lui Zsakos 
Janos, la spital, pentru care este agresat de Zsakos. Tot Zsakos este revoltat, cand doctorul 
rezolva botezul copilului al cincilea al surorii sale, din simplul motiv omenesc ca acesta sa nu 
ramana fara nas. Doctorul pri incite de la sateni oua, pentru care este persecutat, chemat la 
centru si supus umilintclor si interogatoriilor. La inceput nu intclcge ce se intampla in jurul lui, 
dar cand §i casa lui este pcrcheziponata se revolta. §i ramane cu revolta lui, pentru ca ii este 
explicat sa stea in lini§te, sa nu spuna nimanui nimic daca nu vrea sa aiba probleme §i mai mari. 
Este ameninfat pentru faptul ca a renovat un candelabru vechi gasit in spatele casei la mutarea 
lui in acea locuinfa, afirmandu-i-se ca a furat un obiect din patrimoniul statului. Cautand un 
articol de ziar, oamenii „de la centru” ii rastoama casa, aruncandu-i lucrurile in curte. intr-o zi 
apare o brigada de pompieri la el si din cauza ca gasesc hartii vechi in pod, il amendeaza cu 
explica|ia ca pune casa in pericol de a se incendia. La sfarsit, resemnat, lasa doctorul ca 
lucrurile sa se linistcasca de la sine, intclegand ca nu are cum sa se apere de acuzatiilc false 
aduse impotriva lui. 

Un personaj aparte, parca central, pentru ca influenjeaza viaja a altor 4 personaje, este 
Barany, un predicator care si-a distrus §i si-a parasit familia dupa ce i-a decedat feti^a. Se retrage 
in padure si trai este acolo viaja de sihastru. Ne apare in aceasta opera ca intruchiparea Satanei, 
o Satana nefericita, care se zbate intre crcdinta §i pierderea credintci, distruge tot ce-i iese in 
cale si liccarc persoana cu care se intalncstc. Este un individ cu complexe psihologice izvorate 
din sentimentul de inferioritate cauzat de handicapul lui fizic. La varsta frageda de 10 ani, la 
indemnul medicilor, tatal lui ii cumpara sicriu. De fapt, el insusi, copilul, isi alege toate 
necesarele pentru inmormantarea sa, fiindu-i spuse ca este pe moarte. Traind aproape izolat de 
lume si suportand chinuri enorme, el se intoarce spre credinta si devine un predicator temut, 
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ascultat de enoriasi. insa, psihicul suporta numai intr-o anumita masura dramele. Barany 
cedeaza la un punct si astfel se transforma in ousul tuturor ce vestea inainte. Reprimandu-si 
Area adevarata el se transforma intr-o fiinta odioasa, instinctele sale iesind marite pana la 
extrem la suprafata. 

in acest roman, autorul urmare§te cu rigurozitate formarea destinelor paralele, care aici 
deja poate fi considerate ca metoda, tehnica de construire a romanului. Stilul aproape naturalist 
ale celorlaltor scrieri ale lui se schimba in evolutia sugestiva, indirecta a actiunii. 

Nici din aceasta opera a scriitorului Balint Tibor nu lipseste grotescul, care se amplified 
spre tragic nu prin scenele zugravite cu un talent impresionant, ci prin constructia romanului, 
prin paralelismul destinelor, care de altfel este si subtitlul operei, (Destine paralele ), prin 
desenul aproape absurd al destinelor, al psihicului personajelor. Ne sunt prezentate patru 
istorioare, unele terminate, altele neterminate, punand pe scena caractere din diferite paturi 
sociale, fara legatura intre ele si care deplang, critica si sufera din cauza aceluiasi lucru: 
inaltarea, marirea a falsilor profeti, a incapabililor, a influentabililor, a apostatilor, care distrug 
destinul celor buni, celor educati si constiinciosi, ii umilesc, ii nenorocesc, ii imping in moarte 
pe cei care lupta pentru o cauza buna. Aceste fapte se intampla din cauze minore, dar autorul 
ne arata cu mare finete ca si din lucruri minore se pot intampla lucruri mari, daca bestialitatea, 
rautatea omului prinde teren, daca suspiciunea, gelozia are credibilitate mai mare decat 
sinceritatea sau omenia. Cei doi prieteni deveniti colegi iar apoi adversari, exemplified foarte 
frumos si credibil generatiilor viitoare, ce se poate intampla cand incepe interceptarea, 
chemarea la raport, cand o umbra ne urmareste, cand nu ne gasim linistea, crezand ca suntem 
vinovati de ceva, dar nimeni nu ne spune de ce. 

Zarandoklas a panaszfalhoz este un „drum” de istorie si psihologie umana atat de 
ramilicata, incat cititorul dupa primele capitole isi pune intrebarea: care este legatura intre 
personajele romanului, pentru ca Balint Tibor, cu acest roman, a depasit granitele nu numai ale 
romanului de familie ci si ale romanului cu un protagonist, pentru ca in acest roman nu exista 
un protagonist in sensul clasic al cuvantului. Raspunsul la intrebare se afla in structura 
romanului. Destinul este protagonistul. Se iveste intrebarea: ce se intampla cu oamenii intr-o 
anumita perioada a istoriei si raspunsul este dat de sirul destinelor. Astfel, personajele nu sunt 
legate intre ele ca intr-un roman de familie, fiecare are destinul lui propriu, dar evenimentele 
sunt totusi legate intre ele, pentru ca personajele isi influenteaza reciproc viata, evolutia 
destinelor lor. 
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Autorul caracterizeaza vag personajele din Zarandoklas a panaszfalhoz spunand despre 
ei ca sunt „...ca oamenii pe care calvarul trait ii inalja, inspirindu-le un sentiment de 
recuno^tinta chiar §i pentru simplul fapt ca exista, daca nutresc dragoste de viaja” 5 . Ei sunt cei 
care traiesc in frica permanenta, care sunt vulnerabili, care traiesc cu nemarginitul dor, dar fara 
speranta, spre ceva mai bun. 

In aceasta categorie este si profesorul, directorul adjunct cu numele sugestiv de Penzes 
Laszlo (cuvantul maghiar „penzes” inseamna „cu bani”) caruia i ji va fi atribuit rolul de dusman 
al socialismului si va fi persecutat in acest sens, cu rezultat perfect. Moare de infarct cauzat de 
sperietura, de frica si distrus psihic. „Intr-o seara deprimanta, pe cand se intorcea din nou de la 
tovarasul Bunacsi, isi propuse ca la urmatoarea discupc sa recunoasca totul, sa ia asupra-§i 
orice invinuire, cat ar fi ea de grea, numai sa se ispraveasca odata cu tracasarea asta,. il zari 
peste drum pe Kalo; statea linga parapetul spoit in alb iar lui Penzes i se para ca pedagogul nu- 
1 pierde nici o clipa din priviri. Acum §tiu ce inseamna gestul acesta, il cotropi groaza. 
Ticalosul, vrea sa-mi dea de in|eles ca, orice as face, oricat m-as apara, pina la urma, el, 
impreuna cu directorul, tot imi vor sfarama tcasta!” 6 

Dupa primele randuri despre acest personaj, cititoral isi pune intrebarea, de ce este 
numit Penzes, cand de fapt este destul de sarac. Raspunsul ne este dat de_evenimentele si 
intamplarile narate, cand ne iese la iveala ca penzes nu se refera la avere, ci este metafora 
bogatiei sufletesti si de caracter a personajului. Este un om cinstit, respectat de elevi si de 
colegi, cu o familie numeroasa si fericita, ceea ce stameste gelozia directoralui scolii, care il 
cunoaste de mult timp, dat fund ca au fost colegi in seminarul teologic, amandoi au practicat 
preotia cativa ani, dupa care amandoi s-au lasat si printr-o coincidenta stranie sau o farsa a 
sortii au ajuns in aceeasi scoala, unul director, celalalt director adjunct. Hartuiala directoralui 
incepe prin a intra la Penzes la ore, prin a-1 critica in fata elevilor, prin a-1 denunta, fara a avea 
dreptate, ca are probleme cu vederea si i se retrage permisul de conducere, iar el trebuie sa faca 


5 idem, p. 163 

„...azok az emberek, akiket a kalvaria tapasztalata kesobb folemel, es halassa tesz mar a puszta let irant is, ha 
megvan benniik az eletszeretet” (trad, ns) 

6 idem, p.329 

„Egy csiiggeszto este, amikor megint Bunacsi elvtarstol jott, arra gondolt, hogy a kovetkezo beszelgeteskor 
mindent bevall, mindent magara vallal, csak legyen mar vege a meghurcoltatasnak. Atellenben, a feherre meszelt 
korlatjanal Kalot pillantotta meg s ugy tiint fol neki, hogy egy pillanatig sem veszi le rola a szemet. Most mar 
tudom, mit jelent ez a mozdulat! - iitott ki rajta a remiilet. Azt akarja tudtomra adni a gazember, hogy barmit 
teszek is, ha vedekezem, ha nem, ok ketten az igazgatoval elobb-utobb ugyis osszeroppantjak a koponyamat!” 
(trad, ns) 
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naveta la scoala, i se schimba orarul in asa fel, incat nu prinde nici ultimul tren direct spre casa, 
si dupa toate acestea, incepe sa fie chemat la interogatoriu. Pedagogul scolii ll urmareste ca o 
umbra si raporteaza fiecare miscare, fiecare cuvant pe care le vede si aude de la Penzes. 
Rezultatul il cunoastem. Distrus psihic, i se deterioreaza si fizicul si face infarct. Nimeni nu 
afla si nu stie cauza. 

Un alt destin ne este prezentat prin Kalmanka, fiul lui Barany. Tatal revenit in oras duce 
viata fiului sau spre dezastru, spre prabusire totala. il face jucator de carti, il invata sa bea, sa 
stea nopti intregi in, carciumi, baruri, cu femei usoare, il face coparticipant la batai, la abuzuri 
sexuale, cu toate ca copilul are 16 ani. Modul lui de viata devenit modul de viata si al fiului ni- 
1 arata ca pe o Satana care dinadins distruge tot ce este bun in jurul sau. Si chiar asa se confeseza 
Barany, spunand ca dupa atatia ani de abstinenta de la viata cotidiana, se transforma in cineva 
fara scrupule, fara sentimente, fara bunavointa, ca singurul scop al lui de acum incolo va fi sa 
traiasca viata din plin si acest lucru il invata si pe fiul sau. La sfarsitul evenimentelor Kalmanka 
ajunge la spital cu o boala venerica si ajunge la punctul in care isi omoara tatal, impreuna cu 
fratele lui mai mare, despre care Barany nici sa auda nu a vrut. 

Multe destine si vieti a distrus acest personaj monstruos, Barany. Un alt personaj intr- 
un alt capital este Roza, o alta victima a acestei Satanei. Se imprieteneste cu vaduva si ii 
distruge si ei viata. La un moment dat, Roza este alungata de acasa, din casa ei, pentru ca 
Barany se muta la ea, neavand locuinta. Relatia lui cu ceilalti oameni se deterioreaza intr-un 
mod nemaivazut. Parca chiar ar fi intruchiparea Raului absolut. Insa, Balint Tibor, are talentul 
de a zugravi si pe acest om-oroare intr-un stil care ne face sa simtim mila pentru sufletul lui 
ratacit. Permanent ne trimite inapoi la viata lui de predicator si astfel se creeaza o punte intre 
cele doua extreme ale lui Barany, o punte care echilibreaza ororile, neleguirile, rautatea lui cu 
intelepciunea, bunatatea, sinceritatea lui din perioada de profet. 

in aceasta opera prind viata personaje detestabile. Sunt putini eroi, sunt oameni, fata de 
care simtim mila, fata de unii pentru nefericirea lor, fata de ceilalti pentru aroganta, trufia, chiar 
pentru rautatea lor. Sunt personaje demne de mila, pentru ca devin ceea ce devin din cauza 
vulnerabilitatii lor, a slabiciunilor lor, a suferintei lor, din care nu gasesc cale de iesire si astfel 
devin, unii chiar in clipa mortii, sufleteste tari. Asa ni-i arata Balint Tibor, oameni comuni, 
reprezentanti ai masei de oameni, de la care totusi fiecare are ceva de invatat. 

Aproape cu totii se zbat cu diferite complexe, instincte, inhibitii, devenind pana la urma 
nevrotici, cu atitudini inacceptabile. Ostilitatile si intentiile rele dezvaluie adevarata lor fire, 
lupta pentru existenta care suprima orice bunatate este expresia starii instinctuale ale omului. 
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Scrierile lui Balint Tibor nu intra in categoria lecturilor placute in care actiunea se 
termina in mod placut. Lumea operelor lui nu este o lume delimitate din punct de vedere 
sociologic, psihologic sau istoric. La prima lectura se pare ca ne scrie despre vremurile de 
dinaintea razboiului mondial, pana prin anii 60, ca operele lui ne arata un desen sociologic 
ardelenesc, ne ilustreaza lumea oamenilor mahalalelor, a micilor orase de provincie. Pe langa 
acestea, lumea romanelor lui Balint Tibor este delimitate si estetic, prezinte cititorilor zona 
intermediara dintre fictiune si realitate, dintre istorie si iluzie, mai ales lumea crizelor. Ne tine 
procese fere discursul aperetorului, lipsite de slogane retorice dar de verdicte nemiloase, in 
acelasi timp este intelegator si suflet atent la vibratiile personajelor lui. Aceaste lume este o 
lume de cosmar, degeaba se distreaza si rad actorii pe scena vietii, autorul de multe ori ne duce 
spre orasul pacatelor, spre imaginea Sodomei. Scrierile lui abunda in decadere, agresiune, betie, 
excese. A supravietui in aceaste lume dramatica lard a rdni, a cauza durere altuia sau fdrd a 
participa la suprimare este eroism in sine. Si in aceastd lume imaginatd existd putini eroi, avem 
de a face mai ales cu victime, victime ale suferintelor, ale cdror mdrturisiri vin una dupd alta 
ca in decameronul suferintelor. Cei care mdrturisesc sunt rareori eroii evenimentelor. La fiecare 
pas ne lovim de vise, de sperante, de nevoi nesatisfdcute, de suferinte, de rdni care determine 
viata locuitorilor, vietilor din mahala. Dupd cum se poate observa, literatura, personajele 
contemporane aproape fiecare sunt „inzestrate” cu acel intuneric care este prezent in natura 
omului, pesimismul, teroarea, frica, agresivitatea, violenta, toate sunt lucruri firesti. Nu existd 
personaj in literatura contemporand fdrd ganduri sau vise bolnave, nu existd o carte in care nu 
fie ceva patologic. Asa sunt si operele lui Balint Tibor, asa este si romanul Zarandoklas a 
panaszfalhoz in care suprapunerea sortilor paralele scoate la suprafata forta dramatica care 
domina viata eroilor si victimelor mahalalelor, iar istoria ramane oarecum in afara 
evenimentelor. 

Coexistent Binelui cu Raul in romanul lui Balint, duce cititorul spre realism, spre viata 
de zi cu zi, deoarece cu cat citim mai mult operele autorului nostru, cu atat mai mult se trezesc 
amintiri, cititorul lovindu-se de propriile experience de viata. Personajele, mtamplarile le suna 
cunoscut cititorilor, e adevarat ca intr-un mod exagerat, dar fiecare poate gasi ceva ce ii 
aminteste de propria experienta. Cu toate acestea, operele lui Balint Tibor sunt distractive, 
captivante, interesante si pline de invataturi, lectura acestor scrieri nu constituie o dificultate, 
autorul avand un stil foarte accesibil oricarui tip de cititor. 

Dupd cum afirma Aurel Dragos Munteanu in prefata la un alt roman al lui Balint Tibor 
„Literatura lui Balint Tibor aparfine tipului projectiv, care incearca sa indued din trecut §i din 
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prezentul semniflcativ toate liniile care pot sa defineasca viitorul. Indiferent de motivapilc 
psihologice ale scriitorului, descifrabile si ele printr-o lectura apropiata, imaginea finala a lumii 
sale este de o netagaduita acuitate. O spaima de pustiul sufletesc al unei posibile lumi viitoare, 
mai radical decat meschinaria mic-burgheza a trecutului, o tensiune infrico§atoare, cu atat mai 
adanca, mai obsedanta, cu cat renunta la imagini hiperbolice in favoarea „trairii”, a caracterului 
sau, foarte viu, iata ceea ce caracterizeaza prozele lui Balint.” 7 

Un alt personaj al literaturii contemporane ardelenesti, reprezentativ pentru ideea de 
constructie tragica si realista, este Achim Brezeanu, protagonistul romanului Viata la o 
margine de sosea scris de Mihai Sin, prozator, ale carui romane ar trebui sa fie pe raftul 
numarul unu al literaturii romane - dar nu sunt. Poate ca este prea devreme, poate ca 
mentalitatea, cultura sau constiinta contemporana inca nu s-a dezvoltat destul pentru a-1 
intelege, a-1 aprecia si a-1 recunoaste pe Mihai Sin. Atat fata de Balint Tibor cat si fata de Sin 
sunt multe de recuperat. Poate ca si acesta este motivul alegerii prozei lui ca punct de reper 
pentru aceasta teza. 

Romanul discutat, Viata la o margine de sosea, a aparut in 1975, fund terminat cu doi 
ani mai devreme, asteptand in sertarul autorului momentul potrivit pentru a fi dus la o editura. 
Actiunea romanului este foarte simpla, putin fortat am putea afinna ca actiune nici nu exista in 
aceasta opera. Este vorba despre incercarile protagonistului, intr-o zi de septembrie, de a evoca 
cu ajutorul lui Tea Ionescu viata, biografia fostului sau prieten, Nicu Nanu. Asteptand ora 
intalnirii cu Tea, viziteaza un fost coleg de liceu, sta si asculta discutia parintilor si isi aminteste 
de propria copilarie. Pe larg, atat pare romanul a povesti, dar patrunzand printre randuri, vedem 
un tanar de 35 de ani, insingurat, confuz, neinteles si neintelegator, pentru ca nu actiunea este 
importanta in opera, ci substratul ei psihologic, existential, Achim marturisind la sfarsitul cartii: 
„... ne vom cufunda in intuneric, pe cand, cei ce vor ramane se vor plimba .... Si toate astea, 
uitand ca ne vor cauta intr-o lume mai ascunsa intelesului.” 8 

Tragismul acestui personaj ia nastere din aceasta idee-concluzie, cautarea celui de 
negasit, cautarea rostului, sensului vietii, a linistii sufletesti, a impacarii cu sine. Nu-1 inteleg 
parintii si nu-si intelege parintii, este intr-un constant conflict substantial cu lumea, cu propria 
fiinta. Este in imposibilitate de adaptare, nu are sentimente, traind cu adevarat numai in 
gandurile sale. „... luptele sale nu razbateau in afara, la lumina zilei, devenind reale. ... 


7 Balint Tibor, „Cainii dupa gratii”, prefata de Aurel Dragos Munteanu, Editura Kriterion, Bucuresti, 1978, pg. VI 

8 Mihai Sin, „Viata la o margine de sosea”, Editura Cartea Romaneasca, Bucuresti, 1975, p.129 
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Ajunsese sa stie o multime de lucruri despre el, despre oprirea sa inainte de actiune, fara sa 
poata stabili cu exactitate adevarul. Renuntarea sa, limita sa, ... putea fi ... efectul unei 
superioritati orgolioase. invingator fara sa invingi, iata ceva posibil.” 9 Acest orgoliu il duce si 
la a incerca sa o cucereasca, fara remuscari, fara a se gandi la sentimentele celorlalti, pe prietena 
fostului sau coleg. 

Achim este un ins lucid, mereu pregatit pentru un nou inceput, realist pana la absurd si 
totusi tragic pentru ca indiferenta il duce la insingurare, la monotonie, la moartea sufletului. 
Traind in pennanenta incordare psihica, negativismul lui il transforma intr-o persoana 
antiidilica, provocand mila, lipsa de intelegere si revolta din partea cititorului. „Ii era mila ... 
de inocenta celor ce traiau prea normal, inconstienti de pericolul care-i pandea, senini fara sa 
fi simtit vreodata sclipirea rece a teroarei, a primejdiei inevitabile.” 10 Nu putem afla despre ce 
fel de primejdie vorbeste autorul, pentru ca romanul nu divulga tainele sufletului 
protagonistului. Acest lucru nu poate fi reprosat scriitorului si nici nu poate fi criticat pentru 
atitudinea sa, dat fund ca tainuind cauzele ne ofera noua, cititorilor, posibilitatea sa ne 
asemanam cu Achim, sa incercam noi sa-1 intelegem, fara a ne influenta prin judecata autorului. 
Tanarul erou este un insingurat nonconformist, in conflict continuu, din cauza modului lui de 
viata, cu tatal sau care ii reproseaza cu fiecare ocazie cand se intalnesc ca „Tu n-ai facut cariera 
pe care o asteptam... . N-ai o nevasta, n-ai copii, in ziua de azi oamenii ca tine nu sunt luati in 
serios... ,” u Prin insingurarea lui, Achim ajunge a fi un erou paradigmatic al modemismului. 
Imaginea individului izolat, ale carui calitati intr-o oarecare masura numai in afara societatii 
sunt vizibile, contrazice realitatea lumii. Achim nu este om tipic dar nu este nici exceptie. 
Autorul a incercat sa concentreze in el problemele vietii. Nu ia nimic ca accidental, se gandeste, 
reflecta asupra amintirilor, vorbelor, evenimentelor. Calatoreste singur, se intalneste cu oameni 
simpli - dar numai cu cine vrea el - contempla natura, citeste dar „zilele curgeau monoton” 12 . 
Este un ins fara sens, fara rost, important numai pentru simplul fapt de a fi, cu viziune 
fragmentara despre lume, este subiectiv, confuz si deschis pentru experience noi. Ironie si 
sarcasm sunt criteriile de baza ale operei, pentru ca - asa ne-a invatat literatura contemporana 
- cartile rar vorbesc despre „viata in roz”. Iata afinitatea cu omul contemporan, cu sentimentele 
dominante ale modernului, ca depersonalizare si impersonalizare. Starea de fapt a civilizatiei 


9 idem, p.l 1 

10 idem, p.10 

11 idem, p.27 

12 idem, p.26 
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contemporane ne arata, ca oamenii focalizeaza superficial si numai asupra problemelor 
superficiale. Si problemele sunt condamnate la schimbari intensive, pentru ca omul, ca si 
manifestare a esentei, sa devina capabil pentru a-si indeplini rolul destinat. 

Lumea acestui roman de dimensiune redusa este limitata, mica, atat din punct de vedere 
geografic cat si din prisma apartenentei sociale a personajelor. Eroii sunt oameni comuni, 
obisnuiti. Insa banalitatea figurilor nu inseamna si dezinteres fata de ele. Dimpotriva, modul in 
care sunt proiectati cititorului, releva talentul scriitorului de a transforma nesemnificativul in 
important si totodata, din felul marant de a fi al personajelor, ne arata singura lor optiune, de a 
fi armati numai impotriva situatiilor marante, comune. Poate aceasta este explicatia pentru 
minimalismul romanului, intentia autorului fiind a ne confrunta cu zilele si „problemele” 
noastre comune fiecaruia, pentru ca protagonistul operei nu este un reprezentant al vreunei 
tipologii, este un eu, un noi, un el, este cineva din vecinatatea noastra, este barbatul de care ne 
lovim pe strada, care sta in fata noastra la rand in magazin. Poate fi si el, scriitorul, omul din 
randurile noastre. 

Alex. Stefanescu afirma ca „Proza scurta a lui Mihai Sin este proza de atmosfera morala 
si are forma unor secvente de realitate, fara introducere si fara incheiere. Romanele aduc in 
prim-plan cate un barbat trecut de prima tinerete, un „erou al timpului nostra”, purtator de 
cuvant al autorului.” 

The research presented in this paper was supported by the European Social Fund 
under the responsibility of the Managing Authority for the Sectoral Operational 
Programme for Human Resources Development , as part of the grant 
POSDRU/159/1.5/S/133652. 
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Abstract: Although fashion origins go back to the so called first modernity during the 14 th and 15 lh 
century in Italy and Burgundy where we can find the first texts on the history of clothing, it is only 
during the 19 th century that the first structured studies are issued. It is also the 19 th century when fashion 
made its entrance in literature. Writers such as Balzac, Zola, Flaubert or the Goncourt brothers, whose 
literary works are filled with female characters, could not neglect the description of their outfits. Our 
approach is aimed at the importance of fashion within that time (from the social, economic and literary 
point of view), at the status clothing reflects, all of which also include the complexity and the richness 
of literary descriptions. This subject is interesting for literature, as well as sociology, economy and the 
history of mentalities throughout that period of time. 

Keywords: clothing, fashion, Zola, 19 ,h century, description 


Breve approche sociologique 

Du point de vue sociologique le XIX e siecle incarne la reussite de la bourgeoisie. 
L’essor du capitalisme et l’emergence de cette nouvelle classe sociale qui « n’hesite pas a 
signifier a travers de leurs vetements et accessoires luxueux leur nouvelle puissance politique, 
economique et sociale »' est issu du changement survenu dans la vie mondaine de la societe. 

Les changements au niveau des habitudes vestimentaires sont d’autant plus visibles a 
travers l’histoire des salons. La naissance des salons remonte au XVII e siecle quand les femmes 
de la haute societe adoptent une attitude nouvelle par rapport au siecle passe. La preoccupation 
principale c’est 1’elegance de la conversation et le raffinement. Le mouvement precieux qui 
vise le desir de l’aristocratie de se distinguer des autres classes sociales, atteint son apogee et 
les salons preoccupes de litterature et de bonnes manieres qui jouissent d’un grand succes. Les 
hotels aristocratiques reunissent les gens de lettres mais egalement les courtisanes, les lettres 
et les passionnes du bon gout, les plus notables. Le plus fameux salon etait le Salon de la 


1 Frederic Godart, Sociologie de la mode. Collection Reperes, La Decouverte, Paris 2010, p. 13. 
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marquise de Rambouillet et celui de la Mademoiselle de Scudery. Au XVIIP siecle les salons 
connaissent l’essor et deviennent la composante principale de la sociability mondaine. Tenues 
en principal par les femmes ils regroupaient des personnalites du monde litteraire, de la 
philosophic, de la peinture ou des savants. Les plus celebres sont celles de Madame Geoffrin. 

Le XIX e siecle garde seulement le souvenir des siecles passes. Meme chez Balzac on 
retrouve la nostalgie des salons, en affirmant que les salons de la marquise d’Espard sont le 
« dernier asile ou se soit refugie l’esprit fran$ais d’autrefois, profondeur cachee, ses mille 
detours, sa politesse exquise » 2 . On retrouve quand meme quelques salons comme celui de 
Juliette Recamier, mais ils sont remplaces petit a petit par les reunions mondaines ou la 
concurrence entre les femmes au niveau du vetement va s’accroitre. On peut meme affirmer 
que les consequences de la revolution industrielle, le developpement de la technologie 
trqnsposes dans la preoccupation pour la mode detruisent les valeurs profondes de l’aristocratie 
et font place a la culture materielle d’un peuple. 

Au debut, la mode est limitee a la haute societe ensuite elle s’elargit vers la bourgeoisie, 
le vetement etant egalement un signe de reussite, de differenciation sociale. Memes les 
periodiques de mode conseillaient en matiere de gout, surtout les elites. 

La mode fondee en 1829 comme revue de mode hebdomadaire de litterature par Emile 
de Girardin et place sous le haut patronage de la duchesse de Berry se veut une revue 
aristocratique en temps que le Journal des dames et des modes fonde en 1797, s’adresse 
egalement aux dames de province etant consideree la bible en matiere de mode a cette epoque. 

Dans la deuxieme moitie du XIX e siecle les publications se multiplient au point qu’en 
1852 il existe une quarantaine de revues 3 C’est toujours a partir du Second Empire que les 
revues elargissent vraiment leur public cible s’adressant egalement aux differentes couches de 
la bourgeoisie. 4 Pour faire face a la concurrence, la quantite d’illustrations augmente. En 1860 
prit naissance La Mode illustree qui avait comme objectif d’« apprendre au moyen de gravures 
et de descriptions d’une rigoureuse exactitude a toutes les meres de famille et aux jeunes 
personnes a faire par elles-memes tous les objets utiles a leur entretien » 5 . Grace a ses gravures 
en noir et blanc, a un tirage annuel de cent mille exemplaires entre 1866-1890 ce journal de 


2 Honore de Balzac, Autre etude de femme, La Comedie humaine, t. Ill, Gallimard, Bibliotheque de la Pleiade, 
1966 [redige en 1839-1842], p.424. ' 

3 Guenolee Milleret, La mode du XIX' siecle en images, Eyrolles, Paris, 2012, p. 11. 

4 Ibidem, p. 8. 

5 Idem. 
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mode devient le plus important et influent en matiere de mode dans la deuxieme moitie du 
siecle. 

Sous la III 6 Republique se font remarquer des publications comme La revue de la mode 
fondee en 1871 par Goubaud, La mode illustree qui continue sa popularite, L ’Art et la Mode 
qui met la toilette au rang d’oeuvre d’art et La mode pratique cree en 1891 qui introduit la 
photographic a la place de la gravure. Le lectorat s’etendant de l’aristocratie a la bourgeoisie, 
s’etend egalement a la femme au foyer. En consequence on retrouve de plus en plus des pointes 
de broderie, des recettes et des publicites. Au debut du siecle cela deviendra une preoccupation 
pour la mise en evidence du vetement par broderies et un moyen d’apprendre aux femmes de 
confectionner leurs propres vetements et de cuisiner. On pense ici a la revue hebdomadaire La 
Semaine de Suzette qui se dedie specialement aux fdles entre 1905-1960. 

Breve approche economique 

De nos jours la mode represente une activite economique importante. Le sociologue 
Frederic Godart parle d’une etude de marche faite par Euromonitor International selon lequel 
l’industrie de la mode representait en 2008, 6% de la consommation mondiale. D’ici en resulte 
l’importance du phenomene. 

Au XIX 6 non seulement a cause des changements au niveau social, mais aussi grace au 
developpement economique, les femmes accordent plus d’interet a la mode. Au debut du siecle 
les couturieres independantes se deplacaient en general pour aller travailler chez leurs clients. 
Dans la deuxieme moitie du siecle les petits magazines de nouveautes deviennent de grands 
magazines qui ressemblent a ceux de nos jours. On parle ici du magasin A lt Bon Marche (1852), 
Le Printemps (1865), Les Grands Magasins du Louvre (1974). Ceux-ci sont transposes par 
Zola dans Au bonheur des dames. Le succes de ces magasins est du selon nous a trois aspects : 
la croissance de la population, a l’invention de la machine a coudre et a l’emergence du 
marketing. 

Du point de vue demographique la population parisienne croit de maniere considerable 
de 547.000 habitants en 1801 a 4 millions d’habitats en 1901. 6 En consequence il y a une 
demande de consommation plus grande dans tous les secteurs, egalement dans l’industrie de la 
mode. Le developpement technique facilite dans le secteur de mode l’invention de la 


6 Eugenie Briot, Le parfumeur millionnaire, notable et industriel parisien du XIX s siecle, Revue d’histoire du 
XIX e siecle, 34 / 2007, mise en ligne le 01 juin 2009. 
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« couseuse » qui est une cle de voute pour 1’alimentation des grands magasins parisiens. C’est 
aussi au XIX e siecle que nous voyons de nouvelles techniques de vente et une importance 
accordee a la promotion de la marchandise, cela veut dire les premieres traces du ce qu’on 
appelle aujourd’hui le marketing. L’art de vendre cher utilise par les petits commercants a ete 
remplace par l’art de vendre beaucoup mais a des prix acceptables. La publicity dans les 
joumaux aiguise les gouts de la clientele. 

Ces aspects sur le fond de la prosperite financiere constituent le milieu propice pour le 
developpement des nouvelles tendances en matiere commerciale et de mode. On assiste a une 
variete des courants de mode comme 1’invention de la haute couture (le pere de la haute couture 
est considere le couturier Charles Frederick Worth), des mannequins vivants et le passage au 
pret-a-porter. 7 . Des maisons de mode fameuses egalement de nos jours ont pris naissance dans 
cette periode. On pense ici a la maison Louis Vuitton fondee en 1854. 

Ce siecle renomme par ses corsets, crinolines et tournures connait surtout l’expansion 
de la mode feminine bien que Felegance masculine soit aussi presentee. On remarque dans la 
litterature les riches coloris des tenues feminines a l’antipode de celles masculines. Le XIX e 
siecle impose l’habit noir pour le soir a l’homme elegant, habit qui avant la Revolution de 1789 
n’etait porte que par les solliciteurs, les officiers refonnes, les rentiers, les auteurs et les 
indigents. 8 Les tenues des dames par contre sont de plus en plus raffinees, sophistiquees, 
detaillees et coloree. 

La mode dans la litterature : Balzac et Zola 

Chez Balzac on retrouve une preoccupation particuliere pour la mode. L’auteur du 
Traite de la vie elegante (essai paru dans La Mode du 2 octobre 1830 au 6 novembre 1830 en 
cinq articles d’analyse et de critique du monde- ouvrage a l’origine de tous les articles et 
ouvrages qui ont suivi 9 ), essai qui vise une analyse critique de la mode, et egalement du Code 
de la toilette insere des descriptions vestimentaires dans ses romans aussi. II met l’accent non 
seulement sur l’esthetique de la mode, mais surtout sur le cote sociologique et ses implications 
commerciales. 

La scene du bal du roman Cesar Birotteau met en relief le contraste entre les classes 
sociales, «l’embourgeoisement de la mode » n’etant qu’au debut pendant la monarchic de 
Juillet 


7 Catherine Ormen, Comment regarder la mode : histoire de la silhouette. Edition Hazan, Paris, 2009. 

8 Rose Fortassier, Les ecrivains frangais et la mode - de Balzac d nos jours, Puf Ecriture, Paris 1988, p. 8. 

9 Rose Fortassier, La Pleiade, 1991, t. XII, p. 924. 
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A l’exception de trois femmes qui representaient l’Aristocratie, la Finance et 
l’Administration : mademoiselle de Fontaine, madame Jules, madame Rabourdin, et dont 
l’eclatante beaute, la mise et les manieres tranchaient au milieu de cette reunion, les autres 
femmes offraient a l’oeil des toilettes lourdes, solides, ce je ne sais quoi de cossu qui donne aux 
masses bourgeoises un aspect commun, que la legerete, la grace de ses trois femmes faisaient 
cruellement ressortir. 10 

Balzac affirme qu’il est difficile d’expliquer la difference qui distingue «le grand 
monde de la bourgeoisie qu’il ne l’est a la bourgeoisie de l’effacer » u et il explique comment 
il etait visible que pour les bourgeoises le bal etait une rarete vue dans la maniere de s’habiller 
et que pour les femmes de la haute societe celui-ci etait un evenement habituel et par leurs 
tenues elles n’avaient pas Fair de s’etre habillees expres. 

Les tenues de madame Birotteau vetue d’une robe « de velours cerise, garnie de 
dentelles a manches courtes omees de jockeis » 12 et de Cesarine habillee « en crepe blanc, 
avait une couronne de roses blanches sur la tete a son cote ; une echarpe lui couvrait chastement 
les epaules et le corsage » attiraient des regards d’envie. 

Balzac habille ses personnages en fonction de leur caractere en se montrant egalement 
attentif a la realite de l’epoque d’ou on peut parler d’une psychologie de la mode. On retrouve 
la description de Madame Matifat, representante de la bourgeoisie de la rue Saint-Denis qui 
montre de toute sa plenitude « ses droits de bouffonne sottise », vetue d’une « robe lourde 
ponceau lamee d’or, toilette en harmonie avec un air Her, un nez romain et les splendeurs d’un 
teint cramoisi » 13 

Chez Zola on retrouve des descriptions vestimentaires plus colorees, plus detaillees plus 
proche des tableaux de ses amis impressionnistes. Les tenues les plus belles et riches en 
couleurs et detailles sont celles de Renee : 

C’etait une simple robe de gaze blanche, mais garnie d’une multitude de petits volants 
decoupes et hordes d’un filet de velours noir. La tunique, de velours noir, etait decolletee en 
carre, tres bas sur la gorge, qu’encadrait une dentelle mince, haute a peine d’un doigt. Pas une 


10 Honore de Balzac, Cesar Birotteau, Editions Rencontre, Lausanne, 1959, p. 177-178. 

11 Ibidem, p. 179. 

12 Ibidem, p. 176. 

13 Ibidem, p. 178 
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fleur, pas un bout de ruban ; a ses poignets, des bracelets sans une ciselure, et sur sa tete, un 
etroit diademe d’or, un cercle uni qui lui mettait comme une aureole. 14 

Cette fragment vient confirmer le credo de Zola concernant la description : « le but a 
atteindre n’est plus de conter, de mettre des idees ou des faits au bout les uns des autres, mais 
de rendre chaque objet qu’on presente au lecteur dans son dessin, sa couleur, son odeur, 
1’ensemble complet de son existence » 15 

Dans un fragment suggestif toujours dans le meme roman, Zola personnifie la Seine, la 
metamorphosant en une parisienne elegante. L’auteur nous offre un tableau vif, anime par la 
multitude de couleurs, ton, metaphores et comparaisons : 

Par les beaux jours, par les matinees de ciel bleu, elles se trouvaient ravies des belles 
robes de la Seine ; c’etaient des robes changeantes qui passaient du bleu au vert, avec mille 
teintes d’une delicatesse infinie ; on aurait dit de la soie mouchetee de flammes blanches, avec 
des ruches de satin ; et les bateaux qui s’abritaient aux deux rives la bordaient d’un ruban de 
velours noir. Au loin, surtout, l’etoffe devenait admirable et precieuse, comme la gaze 
enchantee d’une tunique de fee ; apres la bande de satin gros vert, dont l’ombre des ponts serrait 
la Seine, il y avait des plastrons d’or, des pans 187 d’une etoffe plissee couleur de soleil. Le 
ciel immense, sur cette eau, ces files basses de maisons, ces verdures des deux pares, se 
creusait. 16 

Si nous considerons Honore de Balzac comme un precurseur de Zola nous ne pensons 
pas seulement aux preoccupations pour la tenue vestimentaire de leurs heros et heroines, mais 
aussi a la maniere dont leur ecriture rend compte de cette preoccupation. 

Balzac etait-il vraiment une source d’inspiration pour Zola ? C’est possible. On apprend 
d’une lettre du 1867 envoyee par Zola a son ami Anthony Valabregue que celui-ci etait fascine 
par la lecture balzacienne « —A propos, avez-vous lu tout Balzac ? Quel homme ! Je le relis en 
ce moment. II ecrase tout le siecle. Victor Hugo et les autres - pour moi - s’effacent devant lui. 
Je medite un volume sur Balzac, une grande etude, une sorte de roman reel. » 17 C’etait la meme 
periode ou le roman Therese Requin a ete publie, roman emblematique pour le courent 
naturaliste qui precede le cycle des Rougon-Macquart. 


14 Emile Zola, La Curee, Lausanne, Editions Rencontre, 1960, p.194. 

15 Emile Zola, Les Romanciers naturalistes - edition argumentee, Format Kindle, Anvensa Editions, 2014, p.167. 

16 Emile Zola, La Curee , p. 187-188 

17 Lettre de Zola a Anthony Valabregue, 29 mai 1867 

https://books.google.ro/books?id=zx3fAgAAQBAJ&pg=PA299&lpg=PA299&dq#v=onepage&q&f=false, 
consulte le 2 septembre 2015 
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Lorsque les grandes lignes de son projet sont etablies, Zola veut sous-tendre egalement 
les differences entre lui et Balzac. Bien qu’il emprunte a Balzac l’objectif general, d’offrir une 
analyse comprehensive et explicative du systeme social 18 , mais cette fois-ci a travers une seule 
famille, dans son article du 1869 il veut souligner que son oeuvre se penche plutot vers la 
science : 

Les bases de la Comedie sont le catholicisme, l'enseignement par des corps religieux, 
principe monarchique. La Comedie devait contenir deux ou trois mille figures. Mon oeuvre sera 
moins sociale que scientifique. Balzac a l'aide de trois mille figures veut faire l’histoire des 
moeurs, il base cette histoire sur la religion et la royaute. Toute sa science consiste a dire qu'il 
y a des avocats, des oisifs, etc., comme il y a des chiens, des loups, etc. En un mot, son oeuvre 
veut etre le miroir de la societe contemporaine. Mon oeuvre, a moi, sera tout autre chose. Le 
cadre en sera plus restreint, je ne veux pas peindre la societe contemporaine, mais une seule 
famille, en montrant le jeu de la race modifie par les milieux. 19 

Du point de vue du style les deux ecrivains sont assez differents. Balzac ayant beaucoup 
ecrit « a ete longtemps considere comme ecrivant mal ». 20 Selon le poete et romancier fran^ais 
Theophile Gautier, Balzac n’avait pas de style. Celui-ci dresse le portrait du grand ecrivain en 
disant que « cet immense cerveau, ce physiologiste si penetrant, cet observateur si profond, cet 
esprit si intuitif, ne possedait pas le don litteraire : chez lui s'ouvrait un abime entre la pensee 
et la forme. Cet abime, surtout dans les premiers temps, il desespera de le franchir » 21 , ce qui 
veut dire que le style preoccupait beaucoup Balzac. Il le dit d’ailleurs lui-meme. 

Je travaille 18 heures par jours. Je me suis apcrcu des defauts de style qui deparent La 
Peau de chagrin, je la corrige pour la rendre irreprochable ; mais apres deux mois de travail, 
La Peau reimprimee, je decouvre encore une centaine de fautes - Ce sont des chagrins de poete 
... De tous cote, l’on me crie que je ne sais pas ecrire, et cela est cruel quand je me le suis deja 
dit; et que je consacre le jour a mes nouveaux travaux, et la nuit a perfectionner les anciens 22 


18 Henri Mitterand, Zola, I (1840-1871), Fayard, 1999, p. 717-719. 

19 Zola, Differences entre Balzac et moi, 1869. 

20 Nicole Mozet, Balzac au pluriel, PUF, 1990, pp. 291-292. 

21 Theophile Gautier, Honore de Balzac 

https ://books. google .ro/books ?id=w7 CiB g A AQB AJ &p g=PT21 &lp g=PT21 &dq#v=onepage&q &f=false , 

consult e le 2 septembre 2015. 

22 Honore de Balzac, Oeuvres completes de M. de Balzac: Lettres a Madame Hanska Vol. 29 Oeuvres completes 
M. de Balzac, Bibliophiles de l'originale, 1967, p.28. 
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A l’antipode se retrouve Zola doue d’un talent litteraire extraordinaire, il n’a pas du 
travailler pour perfectionner son instrument. II ne revoyait jamais ses pages et il reprenait son 
travail meme au milieu de la phrase 

apres un rapide coup d’oeil jete sur ses notes d’ensemble, il se met a l’oeuvre, reprenant 
la page ou il l’avait laissee la veille, souvent au milieu meme d’une phrase, sans relire jamais 
ce qui precede pour s’entrainer, cornme ont besoin de le faire les travailleurs irreguliers ; (...) 
quatre pages le plus souvent, des pages de papier ecolier ordinaire coupe en deux, des pages 
d’une trentaine de lignes, sans marge, d’une ecriture compacte, ferme et reguliere, sympathique 
a force de logique et de clarte. Presque pas de ratures. 23 

Maupassant concemant la question du style zolien considere que le style « large (de 
celui-ci) plein d’images, n’est pas sobre et precis cornme celui de Flaubert, ni cisele et raffine 
comme celui de Theophile Gautier, ni subtilement brise, trouveur, complique, delicatement 
seduisant comme celui de Goncourt; il est surabondant et impetueux comme un fleuve deborde 
qui roule de tout » 24 . Son ecriture claire reside egalement dans le public cible auquel il s’adresse 
qui est le grand public et non pas un public niche, raffine. 

Les descriptions vestimentaires chez Balzac sont frustes, sans la complexity de celles 
de Zola. De la les exercices du style balzacien utilisant des epithetes cliches « redingote vert- 
olive », « des souliers a boucles d’or », « cravate de mousseline blanche », « pantalon bleu », 
« bas de soie noir » 25 etc. Les associations de Zola sont un peu plus precises, plus insolites. La 
description des tissues et habits epouse les corps, fait voir la joie de celui qui les porte : 

les etoffes vivaient (...) les dentelles avaient un frisson, retombaient et cachaient les 
profondeurs du magasin, d’un air troublant de mystere; les pieces de drap elles-memes, epaisses 
et carrees, respiraient, soufflaient une haleine tentatrice; tandis que les paletots se cambraient 
davantage sur les mannequins qui prenaient une ame, et que le grand manteau de velours se 
gonflait, souple et tiede, comme sur des epaules de chair, avec les battements de la gorge et le 
fremissement des reins. 26 

Nous considerons que la citation qui pourrait caracteriser le mieux l’ecriture zolienne 
est celle de Baudelaire qui disait en 1845 que « L’heroi'sme de la vie moderne nous entoure et 
nous presse (...) Celui-la sera le peintre, le vrai peintre, qui saura arracher a la vie actuelle son 

23 Preface de Jean-Claude le Bolnd; presentation et notes de Pierre Cogny, Zola et Les Rougon Macquart, Editiond 
du Seul, Paris , 1969, p.33, selon Paul Alexis - Emile Zola, notes d’un ami , 1882. 

24 Ibidem, p. 43, selon Guy de Maupassant, Emile Zola, 1883 

25 Honore de Balzac, Cesar Birotteau, p. 74 

26 E. Zola, Au bonheur des dames, Editions Rencontre, Lausanne, p. 43 
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cote epique, et nous faire voir et comprendre, avec de la couleur ou du dessin, combien nous 
sommes grands et poetiques dans nos bottes vernies.» 27 

Les preoccupations de Balzac et Zola vues dans une perspective moderne 

Les magasins de nouveautes proposent a cette epoque leurs propres joumaux de 
nouveautes dont l’objectif est essentiellement publicitaire. Ces annonces sont accompagnees 
de conseils et recommandations vestimentaires. 28 Le Moniteur de la mode, (Trois fois par mois 
(1843-1871). Hebdomadaire (1872-1913) 29 ) paru au debut sous le nom de Le journal special 
des nouveautes de la Maison Popelin-Ducarre c’etait un journal de nouveautes qui batit son 
succes grace a la longue collaboration avec le dessinateur Jules David et a ses gravures. 30 

Balzac dans son oeuvre Cesar Birotteau et ensuite Zola dans Au bonheur des dames, 
mettent en question une ((innovation » de leur siecle : la publicity sous differentes formes. On 
doit mentionner que jusqu’au XIXe et au debut du XXe siecle, on parlait essentiellement 
d’annonce ou de reclame. Le terme de publicity a ete atteste pour la premiere fois en 1689, 
ayant le sens d’ « action de porter a la connaissance du public » puis de « notoriete » et a partir 
du 1829 il connait son acception technique moderne « fait d’exercer une action sur le public a 
des fins commerciales » 31 

En ce qui concerne les textes publicitaires, jusqu’au milieu du XIXe siecle, ceux-ci 
« adoptent essentiellement un type de mise en texte conforme au modele livresque et a 
l’ecriture litteraire : typographic compacte, indifferenciee, lineaire et reguliere, avec seulement 
quelques titres pour agrementer l’ensemble » 32 Balzac nous fournit un exemple dans ce sens- 
la avec sa publicity fameuse que nous retrouvons dans le roman Cesar Birotteau. Le passage 
de reference est le suivant: 

DOUBLE PATE DES SULTANES ET EAU 
CARMINATIVE 
DE CESAR BIROTTEAU 

DECOUVERTE MERVEILLEUSE 
Approuvee par l’lnstitut de France 

27 Charles Baudelaire, Salon de 1845 

28 Guenolee Milleret, 2012, pp. 10-14 

29 http://data.bnf.fr/34444051/le moniteur de la mode Paris / . consult e le 15 septembre 2015 

30 Guenolee Milleret, 2012, pp. 11 

31 Jean-Michel Adam, Marc Bonhomme, L’argumentation publicitaire - Rhetorique de I'eloge et de la 
persuasion, Paris, Armand Colin, 2007, p. 11 

32 Idem. 
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Les mecanismes de la publicity du XIXe siecle sont presentees dans 1’analyse faite par 
Balzac lui-meme 

La Pate des sultanes et l’Eau carminative se produisirent dans l’univers galant et 
commercial par des affiches colorees, en tete desquelles etaient des mots : Approuvees par 
l ’Institut! Cette fonnule, employee pour la premiere fois, eut un effet magique. Non seulement 
la France, mais le continent fut pavoise d’affiches jaunes, rouges, bleues (...) A une epoque 
ou Ton ne parlait que de l’Orient, nommer un cosmetique quelconque Pate des sultanes, en 
devinant la magie exercee par ces mots dans un pays ou tout homme tient autant a etre sultan 
que la femme a devenir sultane, etaient une inspiration qui pouvait venir a un homme ordinaire 
comme a un homme d’esprit; mais le superieur, commercialement parlant, qu’il redigea lui- 
meme un prospectus dont la ridicule phraseologie fut un element de succes. 33 

Selon Jean-Michel Adam et Marc Bonhomme, les quatre lignes de l’annonce fixent 
les grandes orientations du long argumentaire : 

Si la seconde ligne conceme seulement la propriety juridique (...) la premiere fournit 
le nom de la marque de chacun des produits commercialises par Birotteau. Dans « Double pate 
des sultanes », l’adjectif « double » est une reference au fait que la Pate des sultanes se presente 
soit sous une couleur rose (« pour le derme et l’epidenne des personnes de constitution 
lymphatique »), soit sous une couleur blanche (« pour ceux des personnes qui jouissent d’un 
temperament sanguin »). C’est avec le syntagme prepositionnel « des sultanes » que les 
connotations dont parlait Balzac dans le texte cite plus haut viennent s’engouffrer. Ce syntagme 
appuie en effet la denomination choisie : « Cette pate est nominee Pate des sultanes , parce que 
cette decouverte avait deja ete faite pour le serail par un medecin arabe » (...) La troisieme 
ligne en italique reunit de la magie de la science (...) en temps que la demiere vient de renforcer 
la scicntificitc par la caution d’une institution. 34 

Le phenomene publicitaire se retrouve d’une maniere evidente chez Zola aussi. On ne 
retrouve pas chez lui des annonces publicitaires mais des references a l’ampleur que le 
phenomene avait prise et a son importance : 


33 Idem, apud Balzac 

34 Ibidem., pp. 12-13. 
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La grande puissance etait surtout la publicite. Mouret en avait a depenser par an trois 
cent mille francs de catalogues, d’annonces et d’affiches. Pour sa mise en vente des nouveautes 
d’ete, il avait lance deux cent mille catalogues, dont cinquante milles a l’etranger, traduit dans 
toutes les langues. [...] II professait que la femme est sans force contre la reclame, qu’il finit 
fatalement par aller au bruit 35 . 

Toute une serie de techniques publicitaires sont presentent dans le roman de Zola : 
annonces publiees dans la presse, catalogues, affiches, la publicite bouche a bouche, la publicite 
a l’aide de l’image du magasin, la publicite a l’aide du design des vitrines, la publicite vive. 

La configuration livresque domine jusqu’au debut du XXe siecle. Apres cette periode 
nous pouvons parler d’une publicite plutot commerciale qui met l’accent sur les avantages 
offerts par le produit et sur la partie commerciale afm d’attirer l’attention de la cible. En outre 
le texte publicitaire change aussi grace a l’apparition de l’image qui va accompagner les 
publicites. 

Conclusion 

Si Ton s’interrogeait sur le roman d’analyse et de synthese sociale au XIX e siecle deux 
grands noms se font remarquer: Balzac et Zola avec leurs chefs-d’oeuvre remarquables par 
leurs sujets modemes et toujours d’actualite. La mode, une preoccupation continue pour cette 
epoque retrouve une place bien importante dans leurs oeuvres, en mettant en evidence non 
seulement le cote esthetique et social mais aussi celui commercial, psychologique et moral. On 
voit que Balzac se sert du vetement en complement a la psychologie du personnage. Parfois un 
seul trait vestimentaire attire l’attention du lecteur tout en mettant une sorte d’empreinte sur la 
suite du portait. Zola, par contre, utilise le vetement plutot pour mettre en evidence son talent 
d’ecrivain-peintre, offrant ainsi plutot un tableau de la mode. 
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THE SPECTACULAR PREMISES OF TELEVISION THEATRE 
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PhD, ’’Lucian Blaga” University of Sibiu 


Abstract: In this paper we aim to re-establish the relationship between theatre and the other adjacent 
arts - literature, visual arts and cinematography - relationship that becomes more and more obvious 
in the contemporary theatre, broadly speaking, and in the television theatre, in particular. In the 
analyses of the television theatre concept the spectacular dimension has a distinguished relevance, 
especially concerning the opposition emphasizing, on the one hand, and on the other hand, the 
relevance concerning the subtle resemblances that can be remarked inside the same genre and even the 
transition from one genre to another. The television theatre is based on the theatricality of spectacular 
act and not only, generating numerous dramatizations originating from the literary dramatic texts. 
Thus, the television has the function of dissemination, getting accessible through the influence of 
theatrical representation, and also through the qualities and functions that are specific to the media 
products: accessibility, penetrability and social receptors differences smoothing. 

Keywords: television theatre, spectacular, dramaturgy, theatrical representation, theory of genres. 


Teatrul de televiziune poate fi considerat un gen sincretic, avandu-si polii de putere in 
literatura, spectacol si media. Daca literatura, prin genul dramatic, ii ofera materia, continutul, 
forma si mecanismele sale de difuzare si receptare, dar si tehnicile de realizare tin de artele 
spectacolului si de media. 

Progresele inregistrate de zona literara inspre o autonomie a genurilor fac in asa fel 
incat la finele secolului al XlX-lea, in functie de criteriile specifice ale judecatii receptorilor, 
ierarhia intre genuri si autori sa fie aproape inversa cu cea a succesului comercial, dupa cum 
sesiza Pierre Bourdieu in celebrul sau volum Les regies de Tart 1 . Din punct de vedere 
economic, ierarhia este simpla si aparent constants, pentru ca teatrul, cu investitii culturale 
minore, asigura profituri importante. La baza de jos a ierarhiei se afla poezia care, cu rare 
exceptii, genereaza un profit slab unui numar mic de producatori. Situat intr-o pozitie 


1 Pierre Bourdieu, Les regies de Tart, Editions Seuil, Paris, 1998, p. 194. 
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intennediara, romanul poate asigura profituri importante unui numar relativ mare de autori, cu 
conditia ca acestia sa-si extinda publicul dincolo de zona literara. 

Putem intelege ca structura de schisma a acestui spatiu in care ierarhia, in functie de 
projitul comercial (teatru, roman, poezie), coexista cu o ierarhie a sensului in functie de 
prestigiu (poezie, roman, teatru) printr-un model simplu ce tine cont de doua principii de 
diferentiere. Pe de o parte, diferentele intre genuri - considerate ca intreprindere economica 
- se disting sub trei raporturi: in functie de pretul produsului sau al actului de consum 
simbolic, relativ ridicat in cazul teatrului sau al unui act de consum concret, slab in cazul unei 
card, al unei vizite la muzeu sau intr-o galerie de artd [...], in al doilea rand, in functie de 
volumul calitatii sociale a consumatorului, adica de importanta profitului economic, dar si 
simbolic (ce tine de calitatea sociala a publicului) care asigura aceste intreprinderi; in al 
treilea rand, in functie de lungimea ciclului de productie si, in special, in functie de rapiditatea 
cu care se obtin profuturi atat material, cat si simbolice, dar si de durata de timp in care 
acestea din urma sunt asigurate. 2 

O astfel de analiza sustine, de altfel, si delimitarea mutatiilor sociologice pe care le-a 
presupus trecerea in postmodernism. Daca in modemitate, genurile care presupuneau o seductie 
a cititorului prin intermediul unui fir narativ captivant erau in central atentiei publicului (cele 
mai importante astfel de elemente fund romanul, pentru proza, si comedia, pentra teatru), odata 
cu postmodernismul, balanta inclina spre artele vizuale, spre delectarea imagistica a 
spectatorului. Tranzitia dinspre text spre imagine denota specificul unei generatii a vitezei care 
inlocuieste parcursul cateodata anevoios al unei stracturi cu radiografia instantanee a acestei 
stracturi, cu vizualizarea ei momentana, in incercarea de a surprinde specificul unui act artistic. 
Pentra publicul consumist desprins din postmodernism, find epic devine videoclip, asa cum 
orice text se preschimba automat intr-o proiectie vizuala. 

Daca corelam la aceasta schema a lui Pierre Bourdieu privind separatia genurilor in 
cultura alte trei dimensiuni ale analizei noastre (fiindca nu putem disocia teatral de televiziune 
de valenta lui dramaturgies ce tine de genul dramatic prin forma lui primordiala - cea textuala, 
dar nici de teatru ca institutie, prin dimensiunea lui vizuala - reprezentatia spectaculara, si nici 
de media - ca forma de comunicare), remarcam intrepatranderea si contaminarea lor estetica 


2 Ibidem. 
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si conceptual! Institutional si economic, in termeni de profit, teatrul de televiziune este supus 
acelorasi reguli ca oricare alt produs media, dezvoltarea lui urmand-o indeaproape pe aceea a 
televiziunii ca societate comerciala. Statutul financiar al Televiziunii Romane era asigurat, in 
perioada la care se refera analiza noastra, pe de o parte, de bugetul de stat alocat anual, iar pe 
de alta parte, de abonamentele platite lunar de toti detinatorii de aparate de receptie. Gratie ariei 
mari de raspandire si numarului mare de utilizatori, Televiziunea Romana a avut, pana la un 
punct, un statut economic privilegiat. 

Pomind de la statutul financiar al spectacolelor televizate, apare si problematica de tip 
etic a realizatorilor, aceea de a decide intre polii de putere impusi, pe de o parte, de aspectul 
estetic, de valoarea culturala a actului artistic, iar, pe de alta parte, de potentialul sau mercantil, 
comercial. Aici putem vorbi fie de compromisuri in favoarea aspectului comercial, fie de 
sacrificii financiare in numele crezului estetic, fie de accidente fericite care inglobeaza ambele 
aspecte. Fiind un element proaspat aparut in cadrul televiziunii nationale, teatrul televizat avea 
nevoie de o sustinere financiara. Astfel, decizia realizatorilor de a monta piese cu un caracter 
mai degraba comercial decat estetic poate sa explice, in prima parte a dezvoltarii acestui produs 
media, motivatia alegerii. Fara spectator nu exista spectacol, dar fara un spectator bine ancorat 
intr-o viziune lucida asupra actului dramatic, nu avem nici spectacole de calitate. 

Toate aceste consideratii vin sa nuanteze opozitiile majore dintre genuri, dar si 
diferentele subtile care se remarca in interiorul aceluiasi gen si, totodata, formele diferite pe 
care le imbraca consideratia acordata genurilor si autorilor. Dramaturgia, desi un gen cu 
precadere bazat pe textul dramatic, cu reguli si cu scriitura specified bine conturate, nu se poate 
disocia de latura sa teatrala si vizuala - reprezentatia teatrala. Genul dramatic este mai degraba 
un gen destinat a fi vazut si auzit, nu neaparat a fi citit, dedicat unui numar redus de 
consumatori. in opozitie, teatrul de televiziune se bazeaza exact pe teatralitatea actului 
spectacular si nu numai, generand astfel numeroase dramatizari dupa textele literare dramatice. 
Astfel, teatrul de televiziune are aceasta functie de popularizare, de a se face accesibil prin forta 
reprezentatiei teatrale, dar si prin calitatile si functiile specifice produselor de tip media: 
accesibilitate, penetrabilitate, uniformizare a diferentelor sociale ale receptorilor. in concluzie, 
genul dramatic, dintr-unul de nisa, cu un numar redus si privilegiat de receptori, devine, prin 
intennediul modalitatilor de transpunere artistica specifice teatrului de televiziune, un produs 
de larg consum. 

Parafrazandu-1 pe Camil Petrescu din studiile sale dedicate teatrului cu mai bine de o 
jumatate de secol in urma si care se refereau la natura „estetica” a teatrului, teatralitatea nu 
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poate fi dcfinita dintr-un punct de vedere stiintific nici in tenneni de sincretism intre arte, nici 
de orizont psihologic (contabilizand cantitati de emotii implicate de o parte si de alta a oglinzii 
scenei) si cu atat mai putin in termeni statistico-publicitari (succesul la public). Studiind 
conditiile obiective ale actului teatral, ca si necesitatile pe care le impun aceste conditionari, 
Ion Sava a ajuns la concluzia ca teatrul trebuie sa aiba un limbaj al sau, teatral 3 . Spectacolul 
teatral ne ofera, insa, mult mai mult: rostirea textului e insotita de succesiunea unor imagini, 
iar esentiala pentru aceste imagini este prezenta oamenilor vii de pe scena, realizand astfel un 
construct sincretic si, totodata, o comunicare aparte cu publicul din sala. Orice spectacol 
implied aceste elemente, aflate, la modul ideal, intr-un raport de adecvare (chiar si in teatrul 
radiofonic, unde lipsesc imaginile vizuale, se urmareste ca prin amplasarea si deplasarea 
vocilor, prin alternantele de volum sa ajungem sa realizam mental spatialitatea, actiunile si 
imaginile pe care optic nu le avem in fata) 4 . 

Odata cu inceputurile perioadei modeme, teatrul iese dintr-o zona autoreferentiala, 
autocontemplativa, din care, in functie de inventarul ideologic si cutumiar al unei epoci istorice 
sau al alteia, el s-a straduit sa raspunda, sa reflecte, sa ilustreze si sa reprezinte, in varii forme, 
tipuri si genuri, dramele si metamorfozele realitatii la care se referea. in afara de intrebarile 
majore „Cum e teatrul?”, „Ce e teatrul?” si „Cum se face teatrul?”, la care au incercat sa 
raspunda periodic teoreticienii si practicienii din artele spectacolului, ramane de solutionat 
problema receptarii („Pentru cine se face teatru?”) si a finalitatii sale estetice („De ce facem 
teatru?”). In ceea ce priveste receptarea teatrala, teatrul si-a dobandit si si-a conservat in secolul 
trecut un anume pact de receptare, altfel spus, cateva tipuri de public care aveau se defineau 
printr-o anumita limitare numerica, dar si de gust, de preferinte, de consum al produsului 
teatral. In pofida multiplelor experiente, experimente ce vin din zona teatrului alternativ, a 
teatrului de strada, musicalului, operei rock, living-theater- ului, cabaretului, teatrului social 
etc., si care toate vizeaza recucerirea publicului larg, receptarea sa a fost mereu una fluctuanta 
si inegala. 

Asadar, de-a lungul perioadelor sale de evolutie, de mutatii estetice, dar si istorice, ce 
tin in mare parte si de o istorie a literarului, teatrul si-a format si si-a consolidat un public 
specific. Dar, conform unei expresii politico-sociologice astazi la moda, aceea de „electorat 


3 Ion Sava, Teatralitatea teatrului, Editura Eminescu, Bucuresti, 1981, p. 159. 

4 Patrice Pavis, L'Analyse des spectacles, Paris, Armand Colin, 2012, p. 34. 
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captiv” 5 , publicul sau a devenit si el „captiv”, institutionalizat, ideologizat, auto-alimentat, 
perpetuat in aceiasi parametri de la o generatie la alta. Pe de alta parte, in paralel cu 
constientizarea unor fenomene precum „teatrul mort” al lui Peter Brook 6 sau cu solutia 
„teatrului sarac” al lui Grotowski 7 , criteriul estetic al actului teatral si-a vazut progresiv 
diminuat rolul sau in separarea teatrului de celelalte arte - literatura, artele vizuale si 
cincmatogralia. Tendinta ultimilor ani s-a situat intr-o zona ce tine de transformarea criteriului 
estetic, uniformizant si generalist, intr-un exercitiu stilistic individualizat, ce tine mai degraba 
de amprenta stilistica a unui regizor sau a altuia. Nu mai putem vorbi astazi de modele teatrale 
unificatoare, de spatii teatrale occidentale, africane sau americane, ci de varii viziuni regizorale, 
de un remix creator in care se dizolva toate valentele culturale, conceptuale, vizuale, mitice si 
ritualice ale civilizatiilor si culturilor umane. 

Dar, pentru a ajunge la aceste noi valente ale teatrului de astazi, ale teatralitatii noilor 
forme teatrale, este necesar sa facem un pas inapoi, o regresie in istoria teatrului, cu precadere 
in „actualitatea” teatrului postbelic. Si aceasta intrucat cultura teatrala din a doua jumatate a 
secolului al XX-lea a fost - in ciuda unei aparente omogenitati - supusa unei duble determinari, 
ce tine de situarea de-o parte sau de alta a „Cortinei de Fier”. 

Astfel, in Occident, autorii de teatru, dar si regizorii erau constransi de o tendinta 
mercantile, de „comercializare” a actului teatral, devenit o marfa din ce in ce mai scumpa 
pentru cumparatorul „consumator”, dar, din nefericire, din ce in ce mai „ieftina” in ceea ce 
priveste valoarea ei artistica. Teatrul se dezburghezeste si aspira sa coboare in straturile de jos 
ale publicului. Se observa o tendinta de a popula teatrul cu modele umane actuale, cu tipologii 
usor recognoscibile de catre categorii sociale cat mai diferite, de coborare a teatrului din zona 
„platitorilor de loja” in cea a locurilor de la parter. O alta tendinta, intelectualizanta, 
caracteristica stangii occidentale, viza combaterea esteticilor conventionale consumiste sau 
academice printr-o incercare de rede fin ire a mesajului teatral. Valoarea estetica a actului 
teatral, definite pana acum prin conceptul de „teatralitate”, s-a transformat intr-o tendinta de 
„spargere” si de „rasturnare” a codurilor artistice, printr-o contaminare permanenta cu elemente 
ce apartin celorlalte zone din sfera artisticului, dar nu numai, cu o intentie vadita de a soca, de 


5 Notiunile de public captiv/ electorat captiv tin de noile teorii ale comunicarii media si a politizarii societatii de 
consum, precum si de fdozofia rolurilor sociale detinute de individ, care nu mai are autonomia gesturilor volitive, 
ci actiunile sale devin institutionalizate, impuse din exterior (vezi Erving Goffman, Viata cotidiana ca spectacol, 
Editura Comunicare.ro, Bucuresti, 2003). 

6 vezi Peter Brook, Spatial vid, Editura Nemira, Bucuresti, 2014. 

7 vezi Jerzy Grotowski, Teatru si ritual - Scrieri esentiale, Editura Nemira, Bucuresti, 2014. 
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a scandaliza receptarea actului teatral, inchistata prea mult timp in zona de confort estetic si 
intelectual a unui conventionalism al obiceiurilor de receptare adanc inradacinat in constiinta 
spectatorului de teatru. La acestea se adauga si valoarea participative a spectatorului de teatru, 
care, din consumator pasiv, se presupune ca devine participant activ in actul teatral. Teatrul 
devine interactiv, iar actul teatral se construieste pe sine in fata noastra, direct pe scena, uneori 
cu participarea noastra ca public creator si activ 8 . 

Este evident ca toate aceste tehnici ale provocarii intelegerii si stimularii participarii, 
independent de premisa teoretica ori ideologica a miscarii teatrale care le-a generat, au un 
substrat comun, fie el voluntar sau involuntar, constient sau inconstient: teatrul vrea sd se 
comunice pe sine (adica sa comunice ceva specific), nu doar sd se arate drept teatru; altfel spus, 
functia ostensiva (sau de desemnare, specific teatrala, dupa cum remarca Umberto Eco) 9 incepe 
sa fie din ce in ce mai mult concurata de functia referential a teatrului, adica de incercarea de 
a transmite un mesaj prin care teatrul se dorea un catalizator al unor modificari substantial in 
constiinta individului-receptor al actului teatral. 

De cealalta parte a „Cortinei de Fier”, asemenea fenomene au dobandit o cu totul alta 
dimensiune. Dupa anii ’60, odata cu consumarea ultimelor ecouri ale brechtianismului, 
autonomia esteticului a tost conceputa ca un imperativ al libertatii. „Omul revoltat” al doctrinei 
socialiste, prins in chingile unei propagande impuse si in tendintele „modelatoare”, 
ideologizante ale unei literaturi programatice, educative si formative, a asimilat fenomenele 
agitatorice ale teatrului occidental pe un portal strict stilistic, diluata in substanta intima a 
textului dramatic, in teatrul romanesc din perioada comunista, mesajul era fie unul abscons, fie 
ridicat la rang de „universalitate”, de „general uman”, la un ideal mitologic implicit. Prin 
urmare, refuzul academismului a aparut in dramaturgia statelor din blocul comunist ca urmare 
a normativelor aduse de realismul socialist cu rol modelator. Textul dramatic s-a incarcat astfel 
cu straturi succesive de codificare, ce a facut ca dubla semantizare a reprezentatiei teatrale sa 
devina un produs rafinat, incifrat, aproape simbolic. Publicul a deprins obiceiuri de decodare a 
mesajului abscons sau aluziv, incercand sa descifreze in text sau in imaginea scenica un demers 
agitatoric sau persuasiv, spectacolul devenind astfel un adevarat prilej de hermeneutica teatrala. 
in orice caz, in ambele spatii culturale (cu diferentele de rigoare), teatrul a asimilat, pentru a se 


8 Tadeusz Kowzan, Semiologie du theatre, Paris, Nathan, 1992, p. 64. 

9 Umberto Eco, Opera deschisd, Editura Paralela 45, Pitesti, 2006, p. 23. 
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elibera de propriile sale determinari (de literatura, de muzica, de ideologic si propaganda, de 
comercial), lectia autonomiei esteticului, adica a importantei lui „cum?”. 

Statutul teatrului in cadrul esteticii a depins de natura care i-a fost atribuita, pornind de 
la definirea sa si de la clasificarea sa drept arta 10 . Atat forma, cat si continutul discursului estetic 
se construiesc in jurul intrebarii „Ce este teatrul?”. Fie ca se situeaza de partea textului sau de 
partea reprezentatiei, fie ca se incearca o definire a sa pe baza dualitatii textuale si scenice, 
discursul estetic si-a schimbat forma si functia. In general, discursul despre teatru a luatforma 
unei poetici a textului sau a unei teorii a reprezentatiei. El s-a integrat astfel intr-un sistem 
normativ sau a relevat aspecte ale pluralitatii si diversitatii opiniilor contemporane despre 
teatru. Jean-Jacques Roubine, in lucrarea Introduction aux grandes theories du theatre , vorbea 
despre „dezvoltarea oricarei practici teatrale pornind de la premise teoretice implicite sau 
explicite” * 11 . 

In opinia lui B. Dort, „teatrul a fost definit o lunga perioada de timp doar prin 
dimensiunea sa textuala” 12 . Multa vreme el a fost asimilat literaturii si a facut obiectul unor 
speculatii estetice doar in versiunea sa textuala, iar cea scenica era restransa la zona 
artizanatului, a tehnicii. Totusi, in epoca actuala asistam la o rastumare de situatie, intrucat 
regizorul devine dramaturg, autor dramatic, iar scena isi afinna suprematia in fata textului 
dramatic. Actionand asemenea unui autor dramatic, regizorul exploateaza astfel toate resursele 
teatralitatii. Teatrul este supus impactului unor modele perceptive si mediatice care actioneaza 
atat asupra actorului, cat si asupra spectatorului. Prin noile tehnologii, actorul a devenit acel 
„zeu protetic” despre care vorbea Freud in Angoasa in civilizatie: „Omul a devenit un fel de 
zeu protetic, un zeu cu siguranta admirabil, inzestrat cu toate aceste organe auxiliare, dar cum 
acestea nu au aparut odata cu el, ii creeaza de multe ori probleme” 13 . Aceasta trecere de la text 
la scena a condus la o estetica teatrala modema, in care teatrul este perceput ca un obiect 
complex, ca un construct polifonic. in noul discurs despre teatralitatea teatrului trebuie sa tinem 
seama de pluralitatea si de polivalenta scenei modeme si sa intelegem acest concept atat in 
dubla sa dimensiune, cat si in corelatie cu celelalte domenii ale artei sau ale literaturii. 

Notiunea de teatralitate a aparut in modemitate si a fost teoretizata mai riguros incepand 
cu anii ’60. Conceptul provine de la practicienii si teoreticienii artelor spectacolului, dar in 


10 Patrice Pavis, L'Analyse des spectacles, ed. cit., p. 378. 

11 Jean-Jacques Roubine, Introduction aux grandes theories du theatre, ed. cit., p. 1. 

12 B. Dort, Le texte et la scene: pour une nouvelle alliance, P.O.L., 1995, p. 245. 

13 Sigmund Freud, Malaise de la civilisation, Paris, P.U.F., 1971, pp. 38-39. 
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ultima vreme el apare in special in artele vizuale. Constructia unui discurs istoric si critic in 
jurul notiunii de teatralitate a fost determinate de deplasarile ce au avut loc in artele 
spectacolului si in discutiile privitoare la locul spectacolului. Ne aflam in fata unei duble 
intentionalitati: pe de-o parte, teatralitatea este folosita ca un cadru (a pune in scena = a instala 
in timp si spatiu), iar, pe de alta parte, ea semnaleaza proces de disolutie a cadrului (a teatraliza 
pentru a „integra” spectatorii). 

In 1971, in lucrarea Dictionnaires des mots nouveaux , Pierre Gilbert consacra un articol 
in care propune definitia plurala si destul de imprecisa de „calitati teatrale ale unei opere”. Ceea 
ce reiese din analiza lui Gilbert este ca teatralitatea nu poate fi raportata la un singur model 
teatral si ca ea s-ar referi in principal la scena: comentariile care vizeaza „mijloace specifice 
scenei” fac referire la lumini, la decor, la gestica, la tonalitate, la elementele stilistice si 
structurale ale scenei si reprezentatiei teatrale si nicidecum la textul de teatru in calitatea sa de 
forma literara 14 . Ansamblul definitiilor converge inspre o abordare venita din zona curentelor 
sociologice si semiotice, in care teatralitatea apare ca Hind plurala, compusa dintr-un ansamblu 
de elemente care, luate impreuna sau separat, confera dimensiune teatrala operei. 

in zona teatrului, ideea de teatralitate apare in momentul in care cinematograful vine sa 
bulverseze specificul teatral si in care acesta din urma incearca sa iasa de sub incidenta 
literarului. Astfel, in 1908, Nicolas Evreinoff este unul dintre primii practicieni ai teatrului care 
acorda atentie acestei notiuni in eseul Apologia teatralitatii, unde este aproximata ca un fel de 
instinct pre-estetic aparut chiar inainte de notiunea de teatru si a carui forma cea mai inalta ar 
corespunde raportului dintre om si societate la cel mai inalt grad 15 . Teatralitatea a devenit, prin 
creatiile practicienilor din artele spectacolului, obiectul unei perpetue cautari, iar „a 
reteatraliza” teatrul a constituit in modernitate un deziderat al scenei teatrale, al carui apogeu a 
fost atins de teatrul rus al anilor 1920 - 1930, prin lucrarile lui Meyerhold. Unul dintre cei mai 
mari regizori ai secolului al XX-lea, Vsevolod Meyerhold 16 contrazicea teoriile maestrului sau 
Stanislavski si, in numele conceptului de „teatru teatral”, refuza sa incadreze teatrul in 
mimetismul impus de traditia naturalista. Virtuozitatea gestului si a corpului, acrobatia si 
dansul devin, in detrimentul „recitarii” si al „declamarii”, instrumentele esentiale ale 
reprezentatiei teatrale. Decorul se transforma intr-un dispozitiv scenic, iar tehnicile de joc 
decurg din principiile biomecanicii. 


14 Pierre Gilbert, Dictionnaires des mots nouveaux, Paris, Hachette, 1971, pp. 11-19. 

15 Nicolas Evreinoff, introducerea lucrarii Le Theatre dans la vie (2 e edition), Stock, Paris, 1930. 

16 Vsevlov Meyerhold, On theatre , Bloomsbury Methuen Drama, 1978. 
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Aceasta fascinatie pentru teatralitatea pura va bantui mereu teatrul european si va 
repune periodic in atentia lumii spectacolului un ideal teatral care va oscila intre nevoia de 
„dezgolire”, aspiratia catre nuditate, catre o puritate care viseaza sa aduca teatrul la nucleul sau 
fondator (actorul), si tendinta baroca de a mobiliza in slujba teatralitatii diverse tehnici teatrale: 
principiul montajului, regula heterogeneitatii, o estetica a rupturii ce pune in scena cele mai 
variate tehnici de joe, pantomima, clovneria etc. Fascinatia pentru teatralitatea pura a fost o 
constanta a teatrului occidental: Copeau si Vitez considerau ca „se poate face teatru din orice”, 
iar Ronconi sau Artaud vizau o separare totala a teatrului de actualitate: „Teatrul [...] trebuie 
sa se rupa de realitate [...], obiectivul sau nu este sa rezolve conflicte sociale sau psihologice, 
sa serveasca drept camp de bataie pasiunilor morale, ci sa exprime obiectiv adevaruri 
secrete...” 17 . Totodata, memoria teatrala se perpetueaza in special prin anumite forme si 
practici de scena. Este pregnant, pe tot parcursul secolului al XX-lea, mitul commediei 
dell’arte, care constituie, in viziunea teatrala a unor Craig, Copeau, Meyerhold, Strehle, si 
Mnouchkine, nostalgia unui teatru pur si perfect. 

Asa cum preciza M. Corvin, de-a lungul secolului al XX-lea „o noua teatralitate se 
naste, paradoxal, prin tensiunea unui text care se reinventeaza in contact cu naratiunea si a unui 
joc care isi asuma riscul de a incredinta unui singur actor intreaga partitura si de a avea un 
rezultat stralucitor sau dezastruos, metamorfoza scriiturii in obiect scenic” 18 . Astfel, admiratia 
pentru dramaturgic si pentru opera lui Wagner 1-au condus pe Adolphe Appia sa conteste regia 
realista care devenise o regula la (incle secolului al XlX-lea, incercand sa conceapa, pornind 
de la punerea in scena a libretelor lui Wagner, un teatru cu o putemica dimensiune mistica, prin 
care sa o rupa definitiv cu mimetismul si istoricismul. Tot astfel, Edward Gordon Craig 
condamna atat decorativismul, cat si mimetismul scenografic, urmarind sa perfectioneze 
tehnicile sccnogralice. Pentru Craig, actorul ideal trebuie sa fie un instrument lipsit de afecte, 
care sa atinga o stapanire absoluta a tehnicilor de joc, iar regizorul trebuie sa devina un creator. 

in deceniul al treilea al secolului al XX-lea, Artaud redacteaza textele care vor compune 
lucrarea Le Theatre et son double. Teatrul lui Artaud visa la (re)sacralizarea reprezentatiei, la 
o eliminare a textului si a ideologiei mimetice in favoarea gestului si a miscarii. Artaud credea 
ca o conditie primordiala pentru realizarea acestui text (re)sacralizat era ca un regizor demiurg 
sa reuneasca toate fortele teatrului in mainile sale: „Pentru mine nimeni nu are dreptul sa se 


17 A. Artaud, Le theatre et son double, Theatre oriental et theatre occidental, Ouvers completes, tome IV, 
Gallimard, Paris, 1964. 

18 M. Corvin, Une ecritureplurielle, in Le Theatre en France, A. Collin, 1989, p. 449. 
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considere autor, adica creator, decat cel ce manevreaza totul pe scena.” 19 Inspirati de textele lui 
Artaud, regizorii americani din anii ’60 pun in practica ritualuri ce tin de nostalgia unei violente 
sacrificiale {Living Theatre ) sau de reunificarea mistica a lumii {Bread and Puppet Theatre). 
Imensele papusi sculptate de la Bread and Puppet Theatre , recursul la arta manechinului, a 
supramarionetei ( surmarionette ) tineau tot de arta artaudiana. Manechinele respective 
apartineau unei populatii de liguri disproportionate si enigmatice care urmaresc sa scoata 
teatrul din mimetism si sa-1 aduca la originile sale liturgice. Pe aceeasi linie se situeaza si 
lucrarile lui Bob Wilson 20 . 

De fapt, toate experientele teoretice si teatrale din secolul al XX-lea, de la Artaud la 
Grotowski (cu conceptul sau de „teatru sarac”), incercau sa redefineasca finalitatea dramei, 
exploatand relatia actor-spectator. Artaud reactualizeaza, prin intermediul actorului, acea 
„cruzime” a teatrului menita sa-1 aduca pe spectator intr-o stare de transa colectiva, unificata 
prin muzica si dans. Actorul lui Grotowski se ofera spectatorului fara nicio mediere, printr-un 
act de dezvaluire totala. Grotowski elimina personajul - o capcana a mimetismului, dar nu 
renunta la rol - nascut ca o forma structurala, codificata. Nu putem sa nu amintim in aceasta 
incercare de sinteza a evolutiei teatrului din secolul al XX-lea importantele mutatii aduse in 
spatiul occidental de lucrarile lui Vitez, Vilar, Mnouchkine, Peter Brook, Chereau, Carmelo 
Bene sau Dario Fo, care au condus la existenta unor adevarate scoli de regie. 

in 1976, Michel Vinaver 21 propune o abordare epistemologica a problemei si considera 
teatralitatea drept o proprietate a corpului aflat in joe: dinspre categoria elementelor scenice 
conceptul se deplaseaza, asadar, spre actor, in zona performance- ului, teatralitatea este 
perceputa dintr-o perspective estetica si antropologica si tot ceea ce tennenul reprezenta initial 
(elementele teatrale legate de actor si scena) este anulat, izolat, reinserat si reinventat pana la 
a-si pierde orice scmnificatic. Teatralitatea a devenit astazi, prin lucrarile artistilor vizuali si 
ale performerilor, o fonna de interogatie sociala si antropologica, marcand intoarcerea la sau 
mentinerea unui dispozitiv frontal voluntar, care i-ar permite spectatorului sa-si pastreze 
ipostaza de spectator prin accentuarea frontierei dintre privit si privitor. 

Roland Barthes discuta si el „teatralitatea”, in care vede un concept format de la 
adjectivul teatral pentru a desemna proprietatea fenomenului situat in densitatea sensului si 


19 Antonin Artaud, Le Theatre e son double, Lettre sur le langage, CEuvres completes, tome IV, Paris, Gallimard, 
1964. 

20 vezi Jean-Jacques Roubine, op. cit. 

21 Michel Vinaver, Ecritures dramatiques , Arles, Actes sud, 1993. 
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care caracterizeazS reprezentatia scenicS. Ce este teatrul? Pentru Barthes, un fel de masinS 
cibemeticS, una care emite mesaje si care comunicS. In stare de repaus, aceastS masinSrie stS 
in spatele cortinei. Dar, de indata ce este descoperitS, ea incepe sS transmits un anumit numSr 
de mesaje. Aceste mesaje au ca particularitate faptul cS sunt simultane, dar cu un ritm diferit; 
la un anume moment al spectacolului, primim in acelasi timp 6 sau 7 informatii (venite dinspre 
decor, de la lumini, de la actori, gesturi, mimicS, rostire scenica), dar cateva dintre informatii 
sunt fixe (decorul), iar altele mobile (rostirea, gesturile); ne aflSm in fata unei reale polifonii 
informative si tocmai acest fapt ar constitui teatralitatea, „o multitudine de semne” 22 . 

Roland Barthes pare sa nege teatralitatea textului de teatru, asemenea lui Artaud. 
Asemenea consideratii au prefigurat un teatru de actiune gestualS radicalizat panS la fonnularea 
teoriei potrivit cSreia teatralitatea ar sterge toate formele artei contemporane. Conceptul de 
teatralitate apare la Barthes intr-o stransS legSturS cu ideea de proximitate si distantS, care, in 
mod ideal, dominS in teatru relatia intre actori si spectatori, asa cum apare in literature intre 
scriitor si lector. Pentru Barthes, continutul apartine dimensiunii create de reprezentatie, o 
dimensiune asertivS, unde se intalnesc spatiile si personajele create de cStre autor. In cadrul 
unei comunicSri estetice (literatura sau teatru), intre un scriitor sau un regizor si un lector sau 
un spectator, nu scrisul sau piesa, ci scriitura si regia (care poate fi inteleasS ca o „lecturS” a 
scriiturii unui scriitor dramatic) conteazS. 

Teatralitatea teatrului de televiziune poate fi corelatS si cu noile teorii de analizS 
spectaculara sau performance studies, cum mai era numitS scriitura performativa 23 . In viziunea 
acestor abordSri semiologice ale fenomenului teatral, este important nu atat evenimentul, in 
semnificatia sa directs, cat forta afectivS a acestui eveniment spectacular, asa cum se manifests 
el ca receptare reactivS din partea spectatorului. Teatrul de televiziune se preteazS prin 
excelentS la o analizS a receptSrii, a mutatiilor formale si estetice, dar si a obiceiurilor ori a 
ritualurilor de receptare ale unui public extrem de eteroclit, aflat intr-o pennanentS evolutie 
numericS si suspus regulilor societStii de consum, mai putin unei analize ce tine de teoriile 
teatrale ce se muleazS, in general, pe continutul dramatic si pe teatrul in componenta sa 
reprezentativS de scenS 24 . 


22 Roland Barthes, Litterature et signification, in Essais critique , Paris, Seuil, 1964. 

23 Patrice Pavis, L'Analyse des spectacles , ed. cit., p. 348. 

24 Florence Naugrette, Le Plaisir du spectateur de theatre, Paris, Breal, 2002. In aceasta lucrare, autoarea a 
sintetizat rolul critic al spectatorului in mai multe epoci ale evolutiei conceptului de teatru. 
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Cand vorbim despre un specific al teatrului de televiziune, aducem, inevitabil, in atentie 
legaturile predeterminate pe care acesta le are cu spectacolul de teatru autentic, nedeterminat 
de constrangerile ori de posibilitatile de transmisie pe care le ofera televizarea. Mai mult, 
termenii ce definesc relatia teatru pur - teatru televizat sunt interconectati la termenii relatiei 
esentialei a schemei de receptare, spectator - telespectator. Contextul teatrului de televiziune 
adopta o serie mai larga de trasaturi, care deriva din specificul spectacolului teatral intr-o forma 
mult mai variata. Astfel, pe de o parte, ne confruntam cu aspectul legat de coordonata spatiu- 
timp, asa cum se reinventeaza aceasta in mecanismul televizualului, iar, pe de alta parte, cu 
statutul montajului regizoral al televizualului, dar si cu statutul telespectatorului. 

in ceea ce priveste coordonata spatiu-timp impusa de spectacolele televizate, aici 
asistam la o sfidare a logicii temporale clasice, asa cum o percepe teatral pur, intracat procesul 
de filmare presupune o imortalizare, o conservare a momentului artistic. Spectacolul televizat 
are calitatea de a fi reiterat, de a fi revizualizat in diverse momente ale cronologiei obiective, 
marcand un soi de colaj temporal predeterminat in cadrul temporalitatii telespectatorului. De 
acest avantaj nu beneficiaza, in schimb, spectatorul clasic, care nu are posibilitatea decat a unei 
singure vizualizari participative, limitate de contextul spatial al salii de teatru. Contextul 
spatial, la randul sau, aduce, in ceea ce priveste calitatea de telespectator, o serie de 
caracteristici mai mult sau mai putin catalizatoare pentra actul de receptare artistica. Astfel, in 
opozitie cu limitarea spatiala a spectatoralui, telespectatorul este un participant de la distanta 
si, oarecum, unul independent de delimitarea scenica a spectacolului, el fiind un element activ 
al manifestarii teatrale, prin capacitatea de a decide timpul si spatiul alocat acestei interactiuni. 
Fie ca se afla in propria casa, de unul singur sau intr-o companie dedicata teatrului, fie ca se 
afla intr-un loc special amenajat vizualizarii de la distanta a spectacolului, telespectatorul are 
libertatea de a opta pentra a vedea spectacolul, precum si libertatea de a reactiona pe moment, 
dupa propriul plac, la modalitatile prin care montajul scenic isi duce la bun sfarsit misiunea. E 
drept ca, in ciuda acestor calitati, distantarea mediata de televizual risca sa produca un 
dezechilibra in cadrul receptarii adecvate a emotiei spectaculare, atenuand, adesea, emotia 
artistica 25 . 


25 In legatura cu comunicarea scena - sala, extrapolata la comunicarea mediu/context - receptor, Patrice Pavis 
afirma ca „se instaureaza o interactiune hermeneutica intre perceptia naiva si perceptia efeclului teatral, fie ca e 
vorba de distantarea brechtiana, de un procedeu formal sau de trezirea unei constiinte ideologice. Spectacolul are 
scopul de a contribui la producerea unei constiinte noi in spectator, neterminata, dar pusa in miscare tocmai prin 
acest caracter de nedesarvarsire. Prin cucerirea acestei distantari, se deplaseaza punctul de vedere al analizei 
instantelor de producere (autorul) spre instantele receptarii (lector, spectator, telespectator)...” (Patrice Pavis, 
Dictionnaire du spectacle, ed. cit., p. 62). 
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Privitor la modalitatile prin care calitatea unui spectacol ajunge sa fie receptata de micul 
ecran, este necesar sa spunem cateva cuvinte despre montajul regizoral, despre aspectele 
tehnice legate de preluarea si difuzarea unui spectacol. in cazul inregistrarilor, ne confruntam 
cu o suprapunere a doua viziuni regizorale: cea dintai - a regizorului de spectacol, cel care face 
posibila montarea scenica a operei dramatice respective; cea de-a doua - a regizorului de 
televiziune, care coordoneaza decupajul televizual, cadrajul, montajul tehnic, modalitatile prin 
care imaginea scenica este decupata si transmisa telespectatorului. in urma acestei suprapuneri, 
telespectatorul isi limiteaza capacitatea de a surprinde constient aspectele piesei de teatru, el 
stand in umbra regizorului tehnic. in aceasta situatie, ochiul regizorului devine, oarecum, 
ochiul telespectatorului sau, altfel spus, telespectatorul priveste cu ochii regizorului tehnic. 
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Abstract: Cormac McCarthy's first novels focus on the Tennessee histoiy, myths and the cultural and 
economic changes brought especially by the Tennessee Valley Authority (TVA). Suttree, his fourth and 
most autobiographical novel, is located in the 1951 Knoxville, in a world caught between “the world 
that was ” - an Old South, with its pastoralism and stories -, and “the world to come ” - the New South, 
with its urbanisation, industrialisation and “Americanisation This paper aims to highlight through 
the eponym character of this novel McCarthy’s pastoral vision and the confrontation between 
wilderness and civilisation in the Southern region. 

Key words: Old South, New South, Southern pastoralism, wilderness-civilisation, Cormac McCarthy. 


The New South and the Tennessee Valley Authority 

What does the South mean nowadays? We all have an image of the South through the 
writings of well-known writings, like William Faulkner, Flannery O’Connor, Katherine Anne 
Porter, Alice Walker, or even Margaret Mitchell’s Gone with the Wind. However, the world is 
in a continuous change, and concepts like tradition and modernisation, globalisation and 
regionalism, multiculturalism and ethnic identity clash in the process of new myths creation. 

Cormac McCarthy, “the rightful heir” of William Faul kn er and of the Southern gothic 
tradition, has been known especially for his Western novels - Blood Meridian (considered his 
masterpiece), The Border Trilogy, No Country for Old Men (known also for its adaptation by 
the Coen brothers), and his post-apocalyptic novel, The Road. Writers and critics acclaimed 
both his Southern and Western novels. To give one example, Harold Bloom considers 
McCarthy one of the four greatest American contemporary writer 1 , together with Don DeLillo, 


1 “Well, we have four living writers in America who have, in one way or another, touched what I would call the 
sublime. They are McCarthy, of course, with Blood Meridian; Philip Roth, particularly with two extraordinary 
novels, the very savage Sabbath’s Theater and American Pastoral, which I mentioned before; Don DeLillo’s 
Underworld, which is a little long for what it does but nevertheless is the culmination of what Don can do; and. 
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Thomas Pynchon and Philip Roth. Moreover, the writer’s complexity is not represented only 
by his style which is often compared to the one of William Faulkner’s, Flannery O’Conner’s 
or Ernest Hemingway’s, in his mixture of minimalism - when it comes to dialogues and the 
construction of his characters - and maximalism - when we refer to his descriptions and 
monologues, but also in the variety of his themes and the diversity of approached genres: the 
Southern gothic, the Western (and the anti-Western), and the post-apocalyptic writings. As 
Steven Frye remarks, McCarthy’s work deals with “a range of aesthetic and social concerns: 
genre transformation, narrative form, cinematic technique, mythogenesis, gender, masculinity 
and ethnicity, among others.” ( The Cambridge Companion to Cormac McCarthy, 2013: 4). 

McCarthy’s career as a writer starts in the South, with his first four novels: The Orchard 
Keeper (1965), Outer Dark (1968), Child of God (1974) and Suttree (1979). How is his South 
different from Faulkner’s South? What happened to the myths of the South after the 1950s? 
What does the Old South mean? What about the New South and the creation of a new myth? 
There have been many “Souths” - the colonial Eden, the romantic Old South, the antebellum 
South - with its idyllic community, the romantic Old South, the crusading Lost Cause - 
opposed to the materialistic (with its economic prosperity and equality among races) New 
South. After they had lost the Civil War, in the collision of the traditional culture with modern 
elements, the past, or more exactly the memory of the past South, became myth, a myth which 
gravitates around family, community and roots, religion and patriotism. 

However, the modern age brought with it other conflicts: globalisation vs. regionalism, 
multiculturalism vs. ethnic identity, elements which were summarized by John Egerton in the 
coined phrases “the Americanization of Dixie” or “the Southemisation of America”. On the 
one hand, Hodding Carter proclaimed “The End of the South” (Time Magazine, 1990), 
explaining that this region had been reduced to “at most an artefact lovingly preserved in the 
museums of culture and tourist commerce”, because “the South, a living, ever regenerating 
mythic land of distinctive personality is so hard to find in the vital centers of the region’s daily 
life.” (qtd. in Duncan, 2010: 144) On the other hand, other voices, like Charles Reagan Willson, 
proclaimed the survival of a distinctive regional culture in an industrialised, modem world, and 
that “other parts of the United States, without consciously turning to the South, began to long 
for some of its values: community, family, roots.” (“The Myth of the Biracial South”, 2010: 


of course, the mysterious figure of Mr. Pynchon.” Harlold Bloom in the interview offered to Leonard Pierce, A.V. 
Club. June 2009. 
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12) What is then the South? As Jan Nordby Gretlund asks “Have the inherited values survived 
the modernisation of recent decades? Or have they been bulldozed away now that the South is 
also a victim of interstate highways, chain stores, suburban life, and mass media advertising?” 
(The Southern State of Mind, VIII) 

Among the institutions which changed the face of the South, the Tennessee Valley 
Authority, known as TVA, had a great impact not only for the modernisation and the 
industrialisation of “the entire Tennessee River Valley, from Knoxville to Paducah, where the 
Tennessee joins the Ohio River” (Dianne C. Luce, 2009: 18), but also for McCarthy’s Southern 
novels. The TVA, a governmental corporation created in May 1933, had broad powers to “take 
notice of any item of valley life that could be included under the term ‘general welfare’ or 
‘physical, economic, and social development’ (qtd. in Dianne C. Luce, 2009: 18). Among their 
objectives were the flood control and the river’s transformation into a navigation channel of 
still lakes via dams and locks, but 

[...] the TVA’s engineering decisions destroyed the farmland of hundreds of families 
and permanently altered the traditional culture of the region. Its engineers debated between 
constructing a high-dam or a low-dam system on the river but finally chosen the former because 
it would maximise production of cheap electricity (Dianne C. Luce, 2009: 21) 

The result was “the displacing of thousands of people and their old cemeteries”, because 
“in order to achieve flood control, they would have to create a permanent flood in the valley 
itself. In this process, 3000 families - 14 000 individuals - and 5000 graves were displaced. 

Although his father was a lawyer for the Tennessee Valley Authority, Cormac 
McCarthy “spends much time in the rural countryside among the people who form the basis of 
characters in his early Southern novels” (Steven Frye, The Cambridge Companion to Cormac 
McCarthy, 2013: XVII) Moreover, the TVA’s influence in the South is highly present in all of 
these novels, presenting in them on the one hand the flaws of the South, with its outlaws and 
lower-class society, and on the other hand the struggle to maintain a pastoral, traditional 
existence in the forced industrialisation of this region. 

Suttree, a novel of urban life 

Suttree was McCarthy’s last and most ambitious Southern novel, different from his 
previous novels through his character, setting and structure, and it has often been compared by 
critics with James Joyce’s Ulysses, Dante’s Divine Comedy, Eliot’s “Waste Land”, and Twain’s 
Huckleberry Finn. Suttree is a well-educated man, “an intelligent and perceptive 
artist/philosopher-in-the-making, also an alcoholic and soul-wounded man alienated from 


1195 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


family, church, and twentieth-century American culture” (Dianne C. Luce, 2009: 194), who 
gives up his fortune and rejects his family in order to live in a houseboat, in a Knoxville which 
actually existed in the 1940s - 1950s. It is a strongly autobiographical novel and the characters 
with which Suttree interacts are based more or less on McCarthy’s acquaintances. It is 
McCarthy’s first urban novel, which depicts the clash between the city life and (eco)pastoral 
existence, with deep roots in the Southern society, being at the same time a tour deforce when 
it comes to literary techniques. As Georg Guillemin writes in “Introduction: The Prototypical 
Suttree ”, “in some respects Suttree might count as his most Southern work (due to the tall tales, 
banter, and local color), while in other respects it seems barely American (due to its use of 
stream of consciousness and its Old World iconography). (Harold Bloom, Cormac McCarthy, 
2009: 50) 

The novel begins with a portrait of the city and its surroundings, made by an omniscient 
narrator, that seems to look at everything from above, mingling past and present, civilisation 
and nature, tradition and modernity, simplicity and materialism. The river becomes a reflection 
of Suttree’s inner wars, reflecting at the same time his fears and the vortex of Knoxville: “He 
could hear the river talking softly beneath him, heavy old river with wrinkled face. Beneath the 
sliding water cannons and carriages, trunnions seized and rusting in the mud, keelboats rooted 
to the consistency of mucilage.” ( Suttree, 2010: 8) 

McCarthy’s river reminds us of Eliot’s river, the Thames, from “The Waste Land”, in 
which are present “primary images conveying the poem’s theme of the sterility of life in the 
modem world” (Robert L. Jarrett, 1997: 47), and in which images like mud, sewage and decay 
predominate. In McCarthy, the river reflects two distinct worlds, the natural, pastoral one, 
being a source of existence for Suttree and people like the ones from Wanda’s family, and at 
the same time it reflects the decayed life of the city, being seen and described as “cloaca 
maxima”. The images of the river reflect Suttree’s inner universe and conflicts. As Robert L. 
Jarrett puts it, the river “operates as primary representation of Suttree’s psyche, in which the 
two forces of life and death coexist in unresolved conflict.” (Robert L. Jarrett., 1997: 48) 

Moreover, as Dianne C. Luce observes, 

“On the Tennessee River bank Suttree occupies a liminal world between subsistence 
and commercialism, wilderness and city, poverty and middle class, communion and isolation, 
aspiration and materialism. The river and the city are metaphors for Suttree’s spiritual 
imprisonment, his struggle with despair, his intermittent efforts to find a vision that will free 
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him from his own kind of drowning in materialism - the materialism of mortal flesh and the 
materialism of American culture.” (Reading the World, 2009: 197) 

Modern world and old world dwell inside Suttree’s soul. On the one hand, Suttree 
rejects the sound and the fury of modern life, and searches in his wanderings a simple existence, 
rejecting his father’s materialism. On the other hand, paradoxically, Suttree is attracted and 
allured to the materialistic part of existence through the commerce that he makes with the fish 
that he catches, his occasional jobs that he accepts for profit, or his relation with Joyce, with 
whom he lives inside the city, opposed to his relation with Wanda, the woman who he meets 
on the banks of the river. He silently accepts everything from Joyce - the fact that she is a 
prostitute, the money that he receives from her, the way she dresses him. For a short period of 
time, he abandons his houseboat and his way of living, falling into the world that he firstly 
rejected in his family. 

They selected shirts and ties and cufflinks. They studied shoes in a glass case. A sleek 
attendant hovered. 

Wednesday noon he appeared at Comer's in a pair of alligator shoes and wearing a 
camelhair overcoat. A pair of beltless gabardine slacks with little zippers at the sides and a 
winecolored shirt with a crafty placket requiring no buttons. ( Suttree) 

However, their relation is constructed only on materialism and as he rejected and 
abandoned his family, Suttree breaks with Joyce and the world that she represents. In his way 
back to his houseboat, McCarthy’s character observes the image of Knoxville, of this “city on 
the hill” created by man: 

“Knoxville as Dis, the city of heretics, is a fallen version of the city on the hill, the 
Puritan hope for a city of God in America, as Canfield points out. When Suttree makes his way 
down the hill to his houseboat after his break with Joyce, a separation that marks their mutual 
disgust with the materialism at the heart of their relationship, he notes the ruinous hardscape of 
the city - ‘all this detritus slid from the city on the hill’ (411); his reference, with its ironic 
hindsight, is to John Winthrop’s sermon, ‘A Model of Christian Charity’ [...] Suttree’s allusion 
suggests that the American enterprise has erected on the clean breast of the new world, not 
Winthrop’s city upon a hill but Dante’s Dis or even Babylon [...] It marks Suttree’s full 
recognition - inklings of which have troubled him all along - that he has reenacted the heresy 
of Knoxville and America, the terrestrial city, in his seduction to pleasure and profit with the 
prostitute Joyce.” (Dianne C. Luce, 2009: 228) 
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Conclusion 

Marcel Arbeit, in his essay, “Lies as the Structural Element in the Fiction of Lewis 
Nordan”, points out that contemporary Southern writers approach the South through two 
different perspectives. One is through the myth of the past, which says that 

Southern writers are interested more than others in moral problems, family, and 
community life, that they realise to a greater extent that our world is a place of pain, suffering 
and sorrow. ( The Southern State of Mind, 2010: 175) 

However, he goes on, contemporary writers have in mind a different approach: 

In an age of small narratives and lack of belief in God there is no place for morals. It is 
the tension between these two myths that haunts the best contemporary Southern writers. ( The 
Southern State of Mind, 2010: 175) 

This is also the case of Cormac McCarthy’s novels. We will find in them the major 
themes of the South, with the search of family, of an edenic place, with the myth of a pastoral 
and an ancient South, myths which are present in his writings only to be debunked. McCarthy 
searches for a pastoral South - often found in the myth of the antebellum South, bringing to our 
attention the themes, the myths and the specific characters of this region. But he presents to us 
another side of the coin through his outlaws that he depicts and the conflict between the old 
South and the new South, between man and nature, civilisation and wilderness, industrialisation 
and tradition. As Georg Guillemin affirms, “McCarthy pitches a highly stylized, wholly man¬ 
made literary practice against his evolving ecopastoral universe, until a stalemate between 
humanist discourse and post-humanist idea invests his fiction with a narrative melancholia that 
is actually very common in pastoral fiction. Out of the dialectic tension between narrative voice 
and narrative vision, however, evolves a version of pastoral without equal in the American 
literature of the latter half of the twentieth century.” (Harold Bloom, Cormac McCarthy: 2009: 
50) 
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Abstract: Lucrarea urmareyte sa evidenfeze una dintre cele doua modalitafi de reprezentare pe care 
periferia bucureyteana le cunoayte in romanul dintre cele doua razboaie mondiale, anume aceea 
parvenita pe filiera caragialesca. Opusa viziunii emapatice, care se concentreaza pe dimensiunea 
tragica §ipe aspectele economice ale viefii in nodeperiferii aparute ca urmare a dezvoltarii industriale, 
aceasta paradigma este una eminamente critica, selectand ca teren de observafe mahalaua morala yi 
psihologica. Caragiale cel din teatru yi, mai ales, din Momente se regaseyte, de asemenea, la nivel 
narativ, tipologic yi stilistic in scrierile lui Gib Mihaescu, Mihail Celarianu, Tudor-Teodorescu- 
Braniyte sau Damian Stanoiu. Traseul demersului interpretativ nu ocole^te nici reliefarea anumitor 
aspecte ale receptarii in revistele culturale ale epocii 

This paper aims to showcase one of the two ways to imagine Bucharest suburbs active in the interwar 
fiction, namely the one stemming from Caragiale’s literary work. As opposed to the so-called 
“sympathetic” approach, draping up in melodrama the economic realities of life in the new industrial 
peripheries, this second approach relies on a “critical perspective”, focusing on the moral and 
psychological issues of the slum. Caragiale, the playwright, as well as the short-story writer, was 
inspirational for the fiction written by Gib Mihaescu, Mihail Celarianu, Tudor-Teodorescu-Braniyte or 
Damian Stanoiu, on the narrative, typological and stylistic levels. In order to trace the main lines of 
this literary model, we will also need to take a look into the reception of such novels, as mirrored in the 
cultural magazines of the interwar period. 

Keywords: periphery, slum, urban fiction, interwar novel, reader-response criticism 


intr-un articol intitualat Bucureytii, motiv de literaturd urbana, Pompiliu 
Constantinescu vedea in Caragiale, singurul junimist citadin, exponentul veritabilului spirit 
bucure§tean intclcs in latura sa pitoreasca. Pornind de la premiza consubstantialitapi dintre 
spiritul micii burghezii §i cel al mahalalei, intr-un ora§ in care apele sociale erau departe de a 
se fi limpezit, criticul declara: ,,Mahalagiii caragialieni sunt cei dintai ora§eni, reprezentand 
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faza necesara spre ascensiunea burgheza.” 1 in epoca, rolul militant al intelectualilor, 
magistraplor si ofperilor in politica este redus, covarsit de activismul si agresivitatea acestei 
burghezii in ascensiune (negustori, proprietari, nenumarapi avocap etc.)- Tocmai aceste din 
urma categorii ora^cnesti alcatuiesc umanitatea schitclor 2 . Exponentul tipic al Bucurcstilor de 
la 1900 este Mitica, caruia Pompiliu Constantinescu ii face un portret memorabil §i exhaustiv, 
iar maladia psiho-morala a locuitorilor urbei poarta numele de ,,miticism”. in Spiritul critic in 
cultura romaneasca (1909), Garabet Ibraileanu operase, cum bine se pie, o reducpc 
fundamentals asupra naturii duhului mahalagesc, comun lui Mitica, Mache sau Lache: ,,Dar 
trebuie sa ne intelegem asupra acestui cuvant. Mahalaua, pe care o satirizeaza Caragiale, nu e 
o categorie sociala, clasa de mici burghezi, de mici functionari, care sta in suburbie, p ale carei 
mijloace materiale, ca si cele intelectuale, sunt restranse. Mahalaua, pe care a satirizat-o 
Caragiale, e o categorie psihologica.” 3 

Viziunea critica a lui I.L. Caragiale, proiectata asupra unui material uman hibrid, 
provenit din mica (p, uneori, chiar marea) burghezie, inzestrat cu viciile, incultura p maniile 
cunoscute, a intampinat destule obiecfii. Lui Lovinescu care, in dubla sa calitate de critic si 
sociolog, il respingea principial pe autorul Nop}ii furtunoase din cauza nepotrivirilor 
ideologice 4 , caricaturizarea tinerei clase burgheze romanepi ii parea profund nedreapta, iar 
imitapa servila a formelor apusene - o etapa necesara, deja depapta de evolupa societapi 
romanepi. Un critic azi uitat, N. Davidescu, lansa p el in 1935 o diatriba la adresa „celui din 
urma ocupant fanariot’’, care, arogant p strain de spiritul neamului, pipaise doar asperitaple 
suprafctclor §i nu patrunsese adancurile sufletepi ale mahalalei, rezervor de fort a in toate 
mi§carile istorice ale secolului al XIX-lea. 5 In anii ’30, cand romanele dedicate periferiei 
bucure§tene prolifereaza, discupa se invarte din nou in jural lui Caragiale, semn ca inerpile 
criticii sunt, in parte, just ill cate de procesul de creape, care inregistra inca metamorfoze ale 
operei acestuia. Cum era firesc, chiar prozatorii care aspirau sa dea o cu totul dimensiune 
umana §i o miza literara §i ideologica diferita acestei lumi au remarcat printre cei dintai lipsa 
unei corespondenje reale si precise intre mahalaua lui Caragiale si adevaratele suburbii 
bucurepene. Este contestat explicit si ,,realismul” autoralui Momentelor, pe care Vasile 
Demetrius, de pilda, il gascpc ,,aranjat, artistic, in vederea ironizarii” 6 . Intr-un interviu din 
1933, George Mihail-Zamfirescu diferenjia periferia, obiectul central al romanului sau abia 
aparat, Maidanul cu dragoste, de „mahalaua pitoreasca §i romaneasca, din care si-a ales eroii 


1 Pompiliu Constantinescu, Scrieri, 6, Ed. Minerva, Bucurefjti, 1972, p.72. 

2 Ibid., p.72-73. 

3 G. Ibraileanu, Spiritul critic in cultura romaneasca, Ed. Minerva, Bucurre^ti, 1984, p.166. 

4 Eugen Simion, E. Lovinescu, scepticul mdntuit, Ed. Cartea romaneasca, Bucure^ti, 1971, p.493. 

5 N. Davidescu, Caragiale , in I.L. Caragiale interpretat de..., Ed. Eminescu, 1974, p. 140. 

6 Vasile Demetrius, Scrieri alese, vol. II, Editura pentru Literatura, Bucure$ti, 1967, p.ll. 


1201 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


marele nostra I.L. Caragiale” 7 . §i pentra el, caracteral livresc al mahalalei - „bun exclusiv, 
infailibil, al inspiratiei caragialcsti” 8 - este neindoielnic. Autoral Domni^oarei Nastasia 
vorbe§te chiar despre deserviciul pe care marele inaintas il facuse, de fapt, „lumii de la fund” 9 , 
intr-adevar, real italilc sfar§itului de secol XIX, cand Bucurcstii erau inca un mare targ, in care 
mahalalele se contopeau cu central, nu mai corespund situapci de peste trei decenii. 
Industrializarea masiva (intensificata dupa 1920) a dus la extinderea capitalei, prin 
incorporarea suburbiilor provenite din vechile comune limitrofe. Concomitent, central capatase 
toate atributele modcrnitapi, bucurandu-se de intreg confortul unui ora§ european. In spafiul 
exterior lui se impune acum distincpa dintre mahala si periferie. Prima, tratata literar in mod 
critic, cuprinde un areal (atat geografic, cat si social §i cultural) de mai veche cxtracpc 
bucure§teana, al carai spirit este caracterizat prin „miticism”, pitoresc, incercare de adaptare 
prin mimetism social. Pe de alta parte, periferia, privita prin prisma aspectelor economico- 
sociale, este spatjul noilor suburbii industriale, al asczarilor ivite din gropile de gunoaie, 
populate cu oameni vcnitj de pretutindeni. Problemele sale fundamentale sunt pauperitatea, 
dezradacinarea proletarilor din mediul rural, alienarea, conflicted de clasa. 

Cu toata evidenta deplasare de interes catre periferie, petrecuta simultan prin 
intennediul reportajului si al ficpunii (Carol Ardeleanu, Constantin Barcaroiu, G.M.- 
Zamfirescu, Geo Bogza scriu articole §i reportaje dedicate mediului suburban), mitologemul 
bucure§tean al lui Caragiale a cunoscut avatarari §i in deceniul al patralea, chiar in cadrele 
aparent inedite ale romanului. Ce anume datoreaza Mihail Celarianu ( Polca pe furate, 1934), 
Gib Mihaescu ( Zilele §i nopfile unui student intarziat, 1934) §i, intr-o masura ceva mai redusa, 
Damian Stanoiu (Camere mobilate, 1933) ori Tudor Teodorescu-Brani§te (Fundatura 
Cimitirului No.13, 1932) atmosferei, viziunii, genurilor si strategiilor narative din comedii §i 
schife? Vom incerca sa raspundem la aceasta intrebare in cele ce urmeaza. 

E vorba, intai, de aceea§i atitudine, fundamental critica, asupra unei zone urbane a carei 
componenfa sociala seamana izbitor cu aceea care-i scrvcstc drept model. Jupan Dumitrache, 
Vetele si Zitclc, Mitica, Lache si Mache se dovedesc nistc tenaci supraviefuitori. De§i au, cel 
mai adesea, origini plebee, eroii romanelor mahalalei interbelice nu apartin paturilor celor mai 

7 G.M.-Zamfirescu, Romanul meu, in volumul Articole vorbite, Ed. Cartea romaneasca, Bucure^ti, 1974, p.244. 
Mahalaua - spune el - reprezinta „un apendice al centrului”, direct inllucntat de acesta, §i cautand, cameleonic, 
sa-1 copieze in vocabular, gest, gustpentru contort. Calificativele „mahalagiu”, „mahalagesc” cuno^teau deja, de 
mai multa vreme, un sens peiorativ, de care G.M-Zamfirescu 9 congenerii sai fac toate eforturile sa-§i decupleze 
universurile lictionale. 

8 Idem, Mahala §iperiferie, in volumul Articole vorbite, Ed. Cartea Romaneasca, Bucure^ti, 1974, p.248. 

9 Idem., p.247. 
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sarace. Asemeni parinplor si bunicilor lor literari, sunt amploaiap, studenp, negustori, avocap, 
intr-un cuvant membrii ai micii burghezii urbane, intr-o lume situata la frontiera dintre centru 
si periferie, inca apasap de mostcnirca, mai mult sau mai pupn indepartata, a unor cutume 
rurale, ei lupta pentru pastrarea aparentclor. Mihnea Baiatu, eroul lui Gib Mihaescu, un 
campion al automistificarii, se pretinde doctorand in drept, dcsi este doar un student intarziat, 
din anul intai. Li pi Soare, chiriasul ,,grabit” al lui Damian Stanoiu se da drept inginer. Ilie 
Pantahuzeanu, individ aflat in cautarea unei casatorii reunite din punct de vedere material, 
semneaza ,,Liccnpat in Stintele de Stat, Sef de Sccpc al Achizipilor din Ministerul Finantclor, 
Dirijor al corului de la Domnina Raluca” 10 Femeile - mahalagioaice mai mult sau mai pupn 
gregare, cu o moralitate §i un statut social adesea indoielnice - nu ezita sa se prezinte, dupa 
varsta, fie in postura de domnisoarc serioase, absolvente de liceu si funcponarc, fie drept 
vaduve ale unor oameni cu stare, cand nu de-a dreptul de vi|a nobila. Astfel, coana Aneta, o 
chiria§a din casa-vagon aflata in Fundatura Cimitirului, la numarul 13, inventeaza, inaintea 
musafirilor ocazionali, calatorii intreprinse, in compania raposatului sop in mari capitale 
europene. 11 Impostura, frecvent satirizata in toate aceste scrieri, se poate explica prin 
incertitudinea identitara a acestor oameni modclap de fantasma parvenirii, insa impovarap de 
mostcnirca unor origini modeste. 

Frustrarea indusa de nerecunoa§terea unor merite profesionale, in realitate inexistente, 
ii macina pe micii slujbap. E cazul altui chiria§, Ionel Crudu, caruia „nu-i place «sa traga 
chiulul» dar nici nu vrea sa munceasca «mai mult decdt scrie la lege»" 12 ; in schimb, considera 
ca nu se bucura, la serviciu, de respectul meritat. Un grefier, domnul Banica Nisipoiu (Zilele §i 
nopfile unui student intarziat) se arata revcrentios pana la pioscnie in fapi arcanelor justipei. in 
mintea sa, tennenii §tiinpfici au o rczonanta magica, iar vehicularea lor ii deosebe§te pe inipap 
de profani. De§i este un slujbas mediocru §i un sol naiv, grefierul se crede inteligent, chemat la 
banchetul ideilor (trasaturape care a satirizat-o Caragiale injupan Dumitrache §i, mai cu seama, 
in Conul Leonida): „In privinU asta dumnealui are ideile sale. Justipa nu trebuie npeleasa de 
top prostii, ea nu poate fi - cum se exprima dansul - decat «oficiul unei elite supreme)). Mi se 
pare ca domnul Banica Nisipoiu vazuse vorbele astea, undeva intr-o pre fata de carte, deschisa 
langa vreo servieta de avocat §i-l impresionase pro fund. La inceput ii placusera numai de dragul 


10 Mihail Celarianu, Polca pefurate, Ed. Scrisul romanesc, Craiova, 1983, p.9 

n Tudor Teodorescu-Brani^te, Fundatura Cimitirului No. 13, Bucure^ti, Ed. „Adevarul”, 1932, p.30. 

12 Tudor Teodorescu-Brani^te, op.cit., p.8. 
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pronuntarii: «oficiul unei elite supreme)). Atunci le rostea foarte des, mai cu seama la carciuma, 
uneori numai in gand, ca sa nu le uite ordinea.” 13 

Din recuzita de personaje caragiale§ti nu lipsesc nici debitatorii lozincilor patriotarde, 
cabotini §i infatuap, oameni ai gesturilor extreme. Un personaj memorabil, reminiscen^a de 
Coriolan Draganescu 14 este studentul Anibal (Aniban, cum ii spune coana Aneta) Popescu- 
Delar. Fiu de preot dintr-un sat de munte, „studinte in drept §i publicist”, doar ca - epoca e alta 
- nu liberal, ci legionar, Anibal este, spre deosebire de predecesorul sau, un profitor de clasa 
(se foloscste din plin de slabiciunea coanei Aneta). Cand se aprinde, acest justiciar roste§te 
tirade xenofobe si anticomuniste, lovind in stanga si-n dreapta cu toiagul. 

Reinvierea acestor eroi atat de fircsti in spapul limitat al schitci, al instantaneului, dar 
dificil de suspnut, in unilateralitatea lor, pe spapi epice ample, a presupus alegerea unor 
formule narative mai mult sau mai putin novatoare §i indrazneje. Daca Polca pe furate este o 
ingenioasa constructic epistolara, un sistem de oglinzi care-i creeaza adesea cititorului reflexe 
in§elatoare, Tudor Teodorcscu-Bran isle expune in debutul romanului sau simple fisc 
caracteriologice, pe care ulterior le insuflctcpc in cadrul unui scenariu epic dramatizat, iar la 
Damian Stanoiu intalnim o juxtapunere de „momente”, unite doar prin firul reprezentat de 
odiseea lui Li I, a Soare. Mai complex, scenariul picaresc al lui Gib Mihaescu se frange nea§teptat 
la mijloc, pentru ca, in a doua parte, registrul sa se schimbe radical. 

Potentialul comic semnificativ al ,,telegramelor” §i al comunicatelor, al cererilor 
oficialc, al anunturilor cu inchirieri sau cel al biletele amoroase sunt valorificate - uneori in 
exces - in aceste scrieri. in Polca pe furate spre exemplu, sub ochii cititorului se deruleaza o 
parte insemnata a cliscclor care definesc manifestarile spiritului mahalagesc. Comicul se 
sprijina aici, in principal, pe ticurile, §abloanele §i gresclilc de limba. Inaintand intr-un foe 
incrueisat de scrisori, cititorul se gascstc prins, la un moment dat, intr-un haps de personaje §i 
situapi. incet, incet, cea|a se ridica §i incep sa se distinga ifele - complicate, insa de o clasica 
claritate tipologica - acestor frivole pove§ti. Tema scrisorilor o constituie - cum altfel? - viaja 
amoroasa, consccinta fiind o acuta sete de exhibare a sentimentelor. Intriga urmeaza o linie 
detectivistica, finalul dezvaluind proporpile catastrofei morale. Mihail Celarianu deseneaza cu 
precizie tipuri mahalage§ti foarte variate, adancite exclusiv prin prestapa lingvistica. Rezultatul 
este un mozaic de stiluri - de la cel eoloevial la cel impregnat de lirism dulceag, de la 


13 Gib Mihaescu, Zilele §i noptile unui student intarziat, Ed. Scrisul romanesc, Craiova, 1973, p.21. 
14 Perpessicius, Opere, 5, Ed. Minerva, Bucure^ti, 1972, p.295. 
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obtuzitatea cazona la palavrageala incontinenta a funcponarclor, de la sirctcnia (araneasca la 
stilul kitsch al polite(ii joase. Schimbarile de macaz sunt dese si nea§teptate, in spirit, fire§te, 
caragialian: „Ca eu, dupa cum slip, nici la teatru nu ma due - declara cu prefacuta inoccn^a o 
domnisoara -, nici la cinematorgraf, si nu citesc nici romane de alea care vad ca toate colegele 
mele citesc §i rad pe infundate. Atat sunt vinovata §i eu ca am citit Istoria Romanilor §i Din 
Amintirile Mele, de domnul doctor Severineanu, care dupa asta a si murit. §i pe alea le-am luat 
tot gratis, ca mi le-a dat chiar domnul Acelereanu, de la biblioteca. Dar nici pe alea pot sa spun 
ca nu le-am ispravit, dar le-am lasat acolo pe masa”. 15 

Comicul de limbaj, izvorat din folosirea defectuoasa a limbii, in special a 
neologismelor, este de altfel elementul cel mai izbitor care aminte§te de Caragiale. Preten(ia de 
onorabilitate, mimarea instrucpci ii fac pe eroii mahalalei interbelice sa vorbeasca §i sa scrie 
adesea ,,caragialcstc”, adica abuzand de cliscclc jurnalislice §i afectand atitudini desprinse din 
literatura de colportaj. Nu vom intalni aici expresii argotice, asa cum se intampla in literatura 
periferiei (chiar si acolo, acest lucru se petrece mult mai tarziu, mai ales odata cu Groapa lui 
Eugen Barbu). Bucure§teni, in genere, la a doua sau chiar la a treia generate, autorii scrisorilor 
i§i deconspira incultura la tot pasul, prin dezacorduri gramaticale, utilizarea defectuoasa a 
neologismelor §i pocirea cuvintelor si a expresiilor straine („A/n^oner” 16 ; „Telmetri te vale" 11 ). 
De indata ce i§i pierd controlul, pqjghita de civiliza(ic se tope§te instantaneu: „Eu nu vreau sa 
fiu bataia de joc a nimanui! Maine, daca a§ vrea, maine m-as marital Dar nu sa ajung de rasul 
unuia ca tine, o scarnavie care cauta sa ma mai §i minta... Ramai cu Veta dumitale si cu 
subalternii dumitale, ca ai ajuns sa te crezi atata, parca n-ai fi avansat tot prin protccpa meal 
Prin mine, da, printr-o femeie! Sa-(i fie rusinc, idiotule! Sa §tii ca, daca maine nu-mi trime(i 
toate lucrurile §i scrisorile, am sa-(i fac una sa ma pomcncsti! Balbaitule!” 18 

Anunturile care impodobesc ferestrele caselor alcatuiesc, de asemenea, un repertoriu 
variat. Laconice §i neutre la Gib Mihaescu (,,De inchiriat camera mobilata” 19 ), ele fofieaza nota 
incocrcntci §i a agramatismelor la Damian Stanoiu: ,,Doamna singura inchiriaza, Odaie 
mobilata §i Curata la Domn, plotoner in fundu curpi” 20 . Nici onomastica personajelor nu se 
indeparteaza prea mult de modelul Schifelor. Polixeni, Piscupeasca ( Zilele .p nopfile unui 


15 

16 

17 

18 

19 

20 


Mihail Celarianu, op.cit., p.42-43. 
idem., p.76. 
ibid., p.78. 
ibid., p.32 

Gib Mihaescu, op.cit., p.5. 

Damian Stanoiu, Camere mobilate, Ed. Evenimentul, Bucure^ti, 1990, p.70. 
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student intarziat), Frousine Martirian, Rozmarin Isba§escu ( Polca pefumte), Anibal Popescu- 
Delar ( Fundatura Cimitirului No. 13). 

De sub stratul superficialita^ii §i al lipsei de educate razbat insa vicii mai adanci. Nicio 
urma de simpatie sau de infelegere nu razbate din infapsarca acestei umanitap profund tarate. 
Sunt reluate pana la saturate teme §i motive clasice: donjuanul de mahala, mereu in cautarea 
unei camere de inchiriat, ingenios §i rau platnic, sotul incomorat, sotia infidela, conflictul dintre 
rivale etc. Chiar daca se pot lesne stabili, dupa cum am vazut, filiapi cu lumea functionarilor, 
a damelor „bine”, a studenfilor §i a tot soiul de pierde-vara din preajma lui 1900, cadrul social- 
politic (suntem in anii Marii Crize si ai nasterii miscarilor extremiste) s-a schimbat, contururile 
desenului au devenit mai pregnante, mai explicite. Exista, intre atmosfera Momentelor §i aceea 
a romanelor observate aici, deosebiri atat de nuanfa, cat si de substanfa. Apasarea unei epoci 
mai dinamice, mai lipsita de inhibipi, cu oppuni ideologice, politice si spirituale mult mai 
radicale se infiltreaza in conturarea unor personaje de un extremism delirant (intra acum in 
scena studenp legionari, comuni§ti ilegali^ti etc.). Intoleranta sau xenofobia devin atributele 
barbariei pe cale de a se instala, sentiment acut mai ales la Tudor Tcodo rescu- Bran i stc. In ciuda 
stereotipurilor care definesc mahalaua ca pe un univers anistoric, incremenit in pitoresc, in 
aceste romane ale anilor ’30 nu mai regasim mare lucru din bonomia, furiile benigne ale 
partizanatului politic, lentoarea, protocolul fin de siecle din Caldurd mare, C.F.R., Atmosfera 
incarcata sau Proces-verbal. Alienarea, scepticismul §i incrancenarea au luat acum locul 
naivelor reprezentari ale binefacerilor progresului in i magi nap a unei socictap tinere. Dcsi 
comicul ramane, §i de aceasta data, modalitatea principals (dar nu exclusiva) de rezolvare a 
conflictele epice, situapile urmeaza scenarii imprumutate parca din recuzita filmului mut, 
lasand adesea un gust amar cititorului. Victoriile amoroase, farsele §i veselele petreceri ale 
donjuanilor lui Gib Mihaescu sau Damian Stanoiu prin casele familiilor imburghezite si viciate 
ale mahalalei bucure§tene, prostia §i sentimentalismul galagios dezvaluie mai curand inestetice 
maladii degenerescente, decat ridicolul unor manii nevinovate. E o lume sprijinita pe temeliile 
fragile ale provizoratului si a lipsei de identitate. Actorii - chiriasi anosti, ilcgalisti disc rep, 
student superficial!, boiernasi scapatap, femei intretinute §i prostituate mascate sub aparen|a 
onorabilitapi - due cu topi o cxistcnta tranzitorie, lipsita de scrupule si de complicapi. 
Stravechiul carpe diem, reactivat in mod obisnuit in preajma furtunilor, pare a fi consemnul 
unei lumi in care carnavalescul specific mahalalei lui Caragiale mai este amintit doar de forfota 
inutila si prin inconfundabila savoare verbala. 
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Abstract: The Romanian press was bom 200 years later to the first newspaper in the world, wich had 
appeared in Strasbourg at the beginning of the seventeenth century. Due to new and favorable 
conditions in the nineteenth century and the efforts that were made by great personalities of our culture 
, first step in creating Romanian media was registred. In 1829 was published Curierul romanesc (April 
8) in Bucharest, edited by Eliade Radulescu and in the same year on June 1, appeared in lap Albina 
romaneasca , being edited by Gheorge Asachi. 
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inceputurile presei (in sensul modem al termenului) sunt, fara indoiala, legate de 
aparitia tiparului. Chiar daca tiparul cu litere mobile i§i are originea in China secolului al XI- 
lea, pentru cultura europeana momentul de autentica geneza al "scrisului tiparit" va avea loc in 
secolul al XV-lea, cand Johann Genfleisch Gutenberg reu§e§te sa realizeze la Strasbourgh 
si Mainz (1438-1450) tiparul cu litere mobile, izolate in matri|e. Aceasta descoperire majora 
va constitui punctul de pornire in una dintre cele mai mari aventuri ale Cuvantului si (implicit) 
ale Omului. 

"Odata cu Gutemberg, Europa intra in faza tehnologica a progresului, faza in care 
schimbarea insasi devine norma arhetipala a vic(ii sociale. Tipografia a tins sa transforme 
limbajul dintr-un mijloc de perccptic si explorare intr-un bun de consum transportabil. Tiparul 
nu este numai tehnologie, ci el insu§i este un izvor de materie prima sau o materie prima, ca 
bumbacul, lemnul sau radioul; ca orice materie prima el structureaza nu numai raporturile 
intersenzoriale ale individului, ci si modelele intcrdependentci colective ... Ml 

"Spunefi-mi cate ziare apar intr-o (ara §i va voi spune gradul de civilizafie la care s-a 
ajuns." Cu aceste cuvinte rezuma publicistul francez Edouard-Rene de Laboulay, inca din anul 
1883, rolul covar§itor al presei in modelarea §i modernizarea unei socicta(i. 

1 Marshall McLuhan - Galaxia Gutenberg, Bucure^ti, Ed. Politica, 1975, pag. 450 
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Istoria presei in Romania prezinta un tablou particular, clificil de radio grab at, cu o 
desfa§urare temporala mult mai redusa decat a jurnalismului occidental. Acest lucru este 
perfect justificabil daca sunt luate in considerare condipilc istorice in care a avut loc intreaga 
dezvoltare a socictapi romanesti. Una dintre conditiile cscntialc pentru aparipa presei, 
cunoa§terea tiparului, ne conduce catre secolul al XVI-lea. Tiparul devine o realitate la noi 
odata cu activitatea lui Macarie care, in 1508, tipare§te la Targovi§te, cateva texte in limba 
slavona. Abia in 1544 se tiparcstc la Sibiu, in limba romana un Catehism luteran (de§i 
tipografia funcpona inca din 1528). Activitatea tipografica a lui Coresi, desfa§urata intre 1559 
- 1583, a fost esentiala pentru intreaga cvolupc a culturii si a limbii romane. Merita sa re(inem 
aparitia unor tiparituri in latina, maghiara si germana, la Sibiu sau la Cluj, cu o remarcabila 
contribute a umanistului Johannes Honterus. Numarul tiparnitelor va create in secolul urmator 
si va acoperi intregul spatiu al spiritualitafii romane§ti (la Alba-Iulia - 1567, la Bucure§ti - 
1575, la Govora - 1675, apoi la Campulung §i Targovi§te - 1634, la Ia§i - 1640, la Snagov - 
1690, la Buzau- 1694 etc.). Activitatea acestor tipografii se conjuga fericit cu toate implinirile 
culturale, §tiinfifice, literare §i lingvistice pe care aceasta perioada le-a impus definitiv in 
societatea romaneasca. Este momentul in care se inscrie opera unor scriitori ca Grigore Ureche, 
Miron Costin, Constantin Cantacuzino - Stolnicul, loan Neculce sau Dimitrie Cantemir. Se 
tipareau acum carp de cult, codice de legi, lucrari moralizatoare, dar si texte laice de istorie, 
geogralie, fizica sau matematica. Despre aparipa unor ziare sau gazete la acea vreme, in mod 
categoric, nu se poate discuta. 

in Jarile Romane cele dintai incercari de a edita ziare si reviste se vor face in 
Transilvania, la sfarptul secolului al XVII-lea, dar adevarata intemeiere a presei in limba 
romana se leaga de numele catorva reviste §i mai ales de numele intemeietorilor lor. Dem. 
Theodorescu afirma "Scoala si gazeta s-au nascut deodata in Romania. Din acecasi nevoie. Cu 
aceia§i oameni. Putem spune (...) ca presa s-a ivit ca o eflorescen(a practica §i lucrativa a 
culturii. La noi, ea a fost abecedarul insusi al natici. Primii dascali ai Romanilor au fost §i primii 
ei gazetari. La inceput a fost gazetarul..." 

Abia in 1731, fiind citat Calendarul imprimat in Scheii Bra§ovului de Petre §oanul, 
este fixat reperul originar al presei romanesti. Aceasta aparitic este remarcabila, Calendarul 
scheian fiind considerat stadiul embrionar al viitoarei activitap publicistice romanesti din 
secolul al XlX-lea. 

Spre deosebire de alte (ari ale Europei, unde apari(ia primelor publica(ii cotidiene se 
realizase inca din secolul al XVII-lea (spre exemplu Olanda, unde se publicase Niiuwe 
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Tydinghen in 1605, Relation aller fiirnemmen und Gedenk wudingen Historien in Germania, 
apoi din 1610 Ordinari Wochenzeitung in Elvepa, din 1616 Frankfurter Oberpostamtszeitung 
in Germania, din 1620 Ordentlichen Postzeitung aus Wien in Austria, din 1621 Weekly News 
in Anglia, din 1624 Hermes Gothicus in Suedia, din 1625 Mercurius Britannicus in Anglia, din 
1631 Les Nouvelles Ordinaires de divers endroits” in Franca, din 1640 Gazetta Publica in Italia 
si din 1641 Gaceta Semanal in Spania) sau in veacul al XVIII-lea (spre exemplu Anglia, unde 
Daily Current fusese publicata in 1702), aparitia presei in limba romana fusese rezultatul unei 
indarjite infruntari cu mentalitaple conservatoare, in condipilc in care se faceau eforturi 
considerabile de modemizare si de sincronizare a civilizafici romane§ti cu cea europeana. 

intr-o lucrare in care analizeaza inceputurile gazetarie in Transilvania, realizata la 1900, 
Ilarie Chendi ofera detalii importante despre incercarea lui loan Piuariu-Molnar de a scoate aici 
o prima publicapc romaneasca la 1789. Prezentarea sa ne releva personajul contelui Banffy, 
guvematorul Transilvaniei, ca suspnator al acestei inipative, pomita de o societate sibiana ai 
carei membri nu sunt amintip, dar despre care Gheorghe Baripu afirma ca era ,,o societate de 
oameni literati” care ,,incercase inca de la 1789 sa infiintczc o foaie periodica la Sibiu, pentru 
care castigasc §i concesiune, incat numai lipsa de fonduri i-a rep nut de la acea intreprindere, 
pe care guvernul nu numai o aprobase, dar a avut §i cuvinte de imbarbatare pentru ea”. 2 

Sprijinul guvernatorului Gyorgy Banffy pentru acpunca acestei societap s-a 
concretizat in trimiterea unei scrisori catre autoritaple de la Viena, in care pleda pentru 
necesitatea aparipci publicapci romane§ti, in contextul propasirii culturale a publicului cititor 
vizat, format in special din preop i din Transilvania, Banat §i Bucovina. 3 

in final, solicitarea prime§te din partea imparatului Iosif al II-lea o aparenta aprobare 
pentru aparitia publicapei, in spatele careia se ascundea de fapt blocarea intregii inipative prin 
refuzul de a accepta scutirea noii publicapi de taxele po§tale. 

Dupa e§ecul acestei prime incercari din istoria gazetariei romanesti ardelene si dupa o 
a doua tentativa ncrcupta a lui loan Piuariu-Molnar de a scoate gazeta sa romaneasca in 1793, 
napunea romana din Ardeal se plasa deci, cu un pas mai aproape de nazuirRa unui inceput al 
exprimarii sale prin intermediul gazetariei, nucleul energiilor concentrandu-se in continuare la 
Sibiu. 


2 Ilarie Chendi, inceputurile ziaristicei noastre 1789-1795, in Istoria presei romane , antologie de Marian Petcu, 
Ed. Tritonic, Buc., 2002, p. 112. 

3 Ilarie Chendi, Inceputurile ziaristicei noastre 1789-1795, in Istoria presei romane, antologie de Marian Petcu, 
Ed. Tritonic, Buc., 2002, p. 111-116. 
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Urmatoarea incercare notabila de a face presa romaneasca este cea a lui Teodor Racoce, 
care incerca in 1817 sa scoata o serie de Novele sau gazete romanesti, moment considerat de 
Mihail Kogalniceanu intr-o radiogralic a primului deceniu al presei romanesti realizata in 1855 
"un reper fundamental al pionieratului romanesc in domeniul presei". 4 

"Teodor Racoce, functionar al guvernului din Lemberg ca traducator din greaca, latina 
si germana, se hotara astfel in 1817 sa editeze o revista-almanah, indemnat probabil §i de 
fecundul scriitor Ion Budai Deleanu care traia si el la Lemberg la inceputul secolului al XIX- 
lea", dupa cum indica loan Lupa§. 5 

Cu scopul de a asigura rcusita inipativci sale, Teodor Racoce solicits aprobarea Cuitii 
de la Viena pentru tiparirea ,,novelelor” sale §i obtinc la 25 februarie 1817 permisiunea pentru 
raspandirea acestor gazete. Drept urmare, el tipare§te §i raspandestc in provinciile romane§ti o 
Inpiinfare pentru gazetele romanesti, veritabila pledoarie despre rosturile §i principiile 
gazetariei, aceasta „istorie vict,uitoarc impreuna cu noi”, dar si despre progresele altor lari in 
utilizarea presei: „Din Gazete bine randuite nu numai stimu toate intamplarile minunate, si 
vrednice de luare aminte, ce din vreme in vreme in osebite lari departate, sau pusu la iveala; 
dara ca §i intr-o oglinda vedemu ce sa lucreaza in toate parole lumii. Cunoa§tem starea 
neamurilor, mutarile imparapilor, aflarile omene§ti cele mai folositoare, fie intru randul 
stiinlclor, a polipi, a negul,atorii (comertului) sau a agonisirii de campu. Cu un cuvantu, precum 
se procopse§te oarecine cetind istoriile cele vechi, a§a ne procopsim cetind gazetele, ce se pot 
zice istorie viefintoare impreuna cu noi.” 6 

Surprinzatoare este in aceasta in^tiintarc-program nu doar modemitatea viziunii despre 
rolul presei dar §i realismul prezentarii principiilor de organizare si de funcponare a unei 
intreprinderi de presa, prin precizarea modului de paginare, a frccventci saptamanale a 
aparitiilor, a modului de distribute a noii foi si mai ales, a rclapci contractual editor-cititor 
prin „prenumerui”, adica prin subscrierea anticipate a doritorilor. 

Prima incercare a lui Teodor Racoce nu s-a concretizat insa a constituit preambulul 
reu§itei sale de a edita in 1820, la Ccrnaup, Chrestomaticul romanesc , o adunare de istorii 
scoase dupa autori din diferite limbi. 

Anul urmator, 1821, aduce o noua realizare a dezideratului de a scoate in sfarsit un 
periodic in limba romana, prin tiparirea la Budapesta, de catre tipograful Zaharia Carcalechi, a 

4 Mihail Kogalniceanu, Jurnalismul romanesc in 1855, in Marian Petcu, op. cit., p. 29. 

5 Marian Petcu, Istoriapresei romane, (antologie), Ed. Tritonic, Bucure^ti, 2002, p. 112.op. cit., pp. 11-12. 

6 Teodor Racoce, In$tiin(arepentru gazetele romdne.pi, in Marian Petcu, op. cit., pp. 13-15. 
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magazinului-almanah Biblioteca romdneascd, publ ica^ic preponderent culturala in 12 parp, 
dupa numarul celor 12 luni, incluzand articole de istorie naponala §i universala, in form alii 
politice, de agricultura, traduceri din literaturile straine, anecdote, varictap. 7 

Dar acpunca decisiva spre concretizarea planurilor de lansare a unei gazete a romanilor 
transilvaneni va aparpnc Bra§ovului, prin tanarul literat Simion Barn up u care, chemat de 
negustorii bra§oveni in cateva randuri pentru a preda aici, a intclcs repede important^ acestui 
centru. Aici incepuse sa apara in 1837 o prima gazeta romaneasca, Foaia duminecii, redactata 
de loan Barac, translatorul senatului brasovcan, pe cheltuiala negut,atorului Radu Orghidan. 
Desi cu un inceput foarte promipitor, reflectat in totalul celor 800 de abonap inrcgistrap la 
debut, publicapa va dezamagi cititorii prin conpnutul ei lipsit de subs tan pi si prin numeroasele 
traduceri, intr-un format de magazin care nu raspundea asteptarilor cititorilor romani din acea 
perioada istorica, cititori allap in cautarea unei platforme de afirmare a aspirapilor lor 
naponale. Se decide curand schimbarea caracterului publicapci §i transformarea ei in foaie 
politica, sub conducerea promitatorului profesor de doar 26 de ani, Gheorghe Baripu, care isi 
facea astfel debutul gazetaresc in vara anului 1837, ca redactor al publicapci al carui titlu va (i 
schimbat in Foaia de saptamana. 

in primele decenii ale secolului al XlX-lea se vor impune insa cateva publicapi de o 
important covar§itoare, nu doar pentru trasarea traiectoriei presei romane§ti ci, mai ales, 
pentru aportul adus la dezvoltarea culturii naponale. Astfel in 1829 apare Curierul Romanesc 
la Bucurcsti, sub ingrijirea lui Eliade Radulescu. In acclasi an, la 1 iunie, apare la Iasi Albina 
Romdneascd, avand in frunte pe Gheorghe Asachi, in 1838, la 12 martie, apare Gazeta de 
Transilvania scoasa de George Baripu, iar in 1840, la 30 ianuarie, apare Dacia literara, al 
carui redactor-§ef a fost Mihail Kogalniceanu. 

Cele patru reviste constituie, fara indoiala, temelia presei romanesti. Prin publicarea 
articolelor program, aceste reviste au incercat sa impuna principii si criterii de promovare a 
valorilor autentice, de combatere a exagerarilor dar §i de pastrare a echilibrului intre traclipe si 
modemitate. 

“Folosul gazetei este de ob§te si de o potriva pentru toata treapta de oameni: intr-insa 
politicul i§i pirone§te ascuptele si prevazatoarele sale cautaturi, si se adaugeaza in gandirile §i 
combinarile sale; aici lini§titul literat §i filosof aduna §i pune in cumpana faptele §i intamplarile 


7 Constantin Cuble^an, Faptul divers in presa romdneascd din prima jumdtate a secolului al XlX-lea, in Ilie Rad, 
(coord.), Secvenje din istoriapresei romanesti, Ed. Tribuna, Cluj-Napoca, 2007.p. 103. 
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lumii, indraznefiil §i neastamparatul razboinic se desavar^cstc intr-insa povafiiindu-se din 
nenorocirile sau grcsalele altor razboinici; bagatorul de seama negustor dintr-insa Tsi 
indrepteaza mai cu indrazneala spiculapilc sale; pana cand, in sfar§it, si asudatorul plugar, si el 
poate afla aceea ce inlesne§te ostenelile sale. Nu este o treaba, nu este nici o varsta care sa nu 
afle placere si folos intr-aceasta aflare vrednica si cuviincioasa cuvantarii omului, adica in 
gazeta" 8 

Ideile ce se gasesc in prospectul Curierului Romanesc dezvaluie nivelul de irgclcgcrc 
atins de cei care au realizat importanta si mai ales necesitatea na§terii presei romane§ti. Este 
evidenta deschiderea publicaliei catre toate zonele vielii sociale, economice, politice §i 
culturale, precum §i intcntia de a se adresa unui public larg §i variat. 

La 15 martie 1838 apare Gazeta de Transilvania, foaie pe care Gheorghe Baripu incepe 
sa o tipareasca in colaborare cu tipograful loan Gott, fara a mai astcpta aprobarea necesara din 
partea cancelariei transilvanene, de§i aceasta avea sa vina in cele din urma. in Istoria presei 
romane^ti, Nicolae Iorga subliniaza ca desi era o realizare istorica, Gazeta nu §i-a putut urmari 
menirea sacra in ritmul alert pe care §i 1-ar fi dorit ,"trebuind sa se tina seama in (iccarc moment, 
nu numai de normele generale ale politicii mettemichiene, dar §i de capriciile micilor tirani din 
localitate [...] Gazeta de Transilvania trebuia sa lucreze cu cea mai mare prccaupe, §i ea nu 
putea sa devina in lunga ei cariera organul de indrazneala energie care ar fi putut sa scuture 
minplc, incremenite de imprejurarile politice nenorocite, ale romanilor din toate provinciile." 9 

O idee interesanta se regase§te in “argumentarea" pentru Gazeta de Transilvania. 
Justificand nevoia presei in limba romana, se afirma: "Un strain nu scrie in limba romaneasca, 
cu atat mai pul,in in duhul romanesc; un strain de ar fi inleleptul ml,clcptilor ... nu cunoa§te 
scaderile noastre, nu le simte pe acelea, nici nu Stic prescrie mijloace ajutatoare" 10 

in ceea ce prive§te programul Gazetei de Transilvania , intitulat De la redacfie, acesta 
este elocvent si in privinta obiectivelor nationale ale publicapei: ,,Cinstil,i cetitori, iubil,i romani, 
iata o ingrijire noua, un dar deosebit, o facere de bine neprefirita, o priveghere, o pronie 
parinteasca cu ochi ageri stralucitoare asupra-ne si la toate lipsele §i trebuinlele noastre! [...] 
Noua acestea ne lipsea; iata ca ni s-au dat, §i ni s-au dat atunci cand celelalte na^ii cu noi 
impreuna lacuitoare inca au ajuns sa cunoasca cum ca singura luminarea si dezvoltarea ideilor 
unui popor, cum este al nostru, poate sa-1 puie in stare a contribui fiziccstc si moraliccstc la 


8 Marian Petcu - Istoria presei romdne (antologie), Ed. Tritonic, Bucure^ti, 2002, pag. 16 

9 Nicolae Iorga, Istoria presei romdnepi, Muzeul Literaturii Romane, Bucure^ti, 1999, p. 76. 

10 Marian Petcu - op. cit.pag. 23 
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fericirea patriei, intr-a caria san ne-am nascut §i ne hranim. Mulfiimita celor care striga astazi 
cu glas putemic: de§teapta-te §i tu, romane, paze§te inainte impreuna cu noi, primcstc si cultiva 
in inima ta iubirea de dulcea noastra patrie.” 11 

Necesitatea unor publicapi in limba romana este pusa atat in relapc cu tot ceea ce 
reprezentau real italilc sociale si culturale ale momentului, cat §i prin raportarea la ceea ce se 
petrecea in intreaga lume. Dezvoltarea presei in limba romana devine un obiectiv cultural §i 
national. Instiintarca la aparipa Albinei Romanesti menpona: “nu se afla azi in lumea politica 
neam carele, intre alte ale sale folositoare institupi, sa nu aiba in limba napei un jumal 
periodic" 12 

Aparina Daciei literare, la Iasi, in 1840, inaugureaza in cultura romana un spirit nou, 
ce va trasa coordonatele fundamentale ale ideii de unitate naponala. In articolul Introducfie , 
Mihail Kogalniceanu subliniaza faptul ca imitapile "omoara in noi duhul naponal", si propune 
ca surse de inspirape istoria, natura si folclorul autohton. 

"O foaie, dar, care, parasind politica, s-ar indeletnici numai cu literatura nationals, o 
foaie care, facand abnegatie de loc, ar fi numai o foaie romaneasca si prin urmare s-ar 
indeletnici cu productiile romanesti, fie din orice parte a Daciei, numai sa fie bune, aceasta 
foaie, zic, ar implini o mare lipsa in literatura noastra. O asemenea foaie ne vom sili ca sa fie 
DACIA LITERARA; ne vom sili, pentru ca nu avem sumeata pretentie sa facem mai bine decat 
predecesorii nostri. Insa urmand unui drumbatut de dansii, folosindu-ne de cercarile si de ispita 
lor, vom avea mai putine greutati si mai mari inlesniri in lucrarile noastre. Dacia, afara de 
compunerile originale a redactiei si a conlucratorilor sai, va primi in coloanele sale cele mai 
bune scrieri originale ce va gasi in deosebitele jurnaluri romanesti. Asadar, foaia noastra va fi 
un repertoriu general al literaturii romanesti, in care, ca intr-o oglinda, se vor vedea scriitori 
moldoveni, munteni, ardeleni, banateni, bucovineni, fiestecare cu ideile sale, cu limba sa, cu 
tipul sau. Urmand unui asemene plan, Dacia nu poate decat sa fie bine primita de publicul 
cititor. Cat pentru ceea ce se atinge de datoriile redactiei, noi ne vom sili ca moralul sa fie 
pururea pentru noi o tabla de legi si scandalul o uraciune izgonita. Critica noastra va fi 
nepartinitoare; vom critica cartea, iar nu persoana. Vrajmasi ai arbitrarului, nu vom fi arbitrari 
in judecatile noastre literare. Iubitori ai pacii, nu vom primi nici in foaia noastra discutii ce ar 
putea sa se schimbe in vrajbe. Literatura noastra are trebuinta de unire, iar nu de dezbinare; cat 


11 Redactor G. Barit;, editor loan Gott, De la redaefie, in Marian Petcu, op. cit, pp. 22-23. 

12 Marian Petcu - op. cit. pag. 19 
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pentru noi, dar, vom cauta sa nu dam cea mai mica pricina din care s-ar putea isca o urata si 
neplacuta neunire. in sfarsit, telul nostru este realizarea dorintei ca romanii sa aiba o limba si 
o literatura comuna pentru toti." (Introducpe, Dacia literara, nr. 1, 30 ianuarie 1940) 

In a doua jumatate a veacului al XlX-lea se crease deja in spapul cultural romanesc o 
generate de ziaristi, de formatori de opinie capabili nu doar sa suspna oricand o idee publica 
de larg interes dar, mai ales, sa sprijine efortul semnificativ pe care il facea societatea 
romaneasca pentru modernizarea culturii na(ionale. 

Dupa aproape trei decenii de la primul numar al Daciei literare, aparea, tot la Iasi, 
revista Convorbiri literare, organ scriptic al Societapi „Junimea”. Din martie 1877 pana la 
sfarsitul lui 1885, adica pe parcursul a optsprezece ani, rcvistajunimistilor avea sa fie cea mai 
importanta publicapc de directiva din Romania. 

Prestigiul Convorbirilor literare tinea, pe de o parte, de pledoaria maioresciana pentru 
Direcfia noua in poezia §iproza romana (1871-1872), pe de alta de prezenta unor colaboratori 
de marimea lui Eminescu, Creanga, Caragiale, Slavici etc. 

Foarte bine rcu^cstc sa sintetizeze contribujiarevistei la cvolutia culturii romane criticul 
Constantin Ciopraga in Ancheta revistei- o suta patruzeci de ani de Convorbiri literare 
"Convorbiri literare a fost in faza ei cea mai glorioasa, 1867-1894 pur si simplu elementul 
cheie al literaturii romane: §i anume atat in prezentul respectiv (adica in a doua jumatate a 
secolului XIX), cat §i pentru trecutul §i viitorul literaturii romane. Ca a strans in jural sau 
figurile cele mai importante ale literaturii vremii (Alecsandri, Eminescu, Creanga, Slavici, 
Caragiale) e un prim merit, lucru de altfel prea-bine cunoscut. Ca a promovat o gandire 
ideologica echilibrata, intcleapta, cumpatata, cu moderatic erudita si temeinica judecata e un 
altul. Poate cel mai important este insa ca a delinit un „canon” al literaturii romane, ca a spus 
(nici mai mult, nici mai pu(in) ce anume este literatura romana si ce nu este, iar aceste repere, 
odata instalate, au ramas valabile vreme de 100-150 de ani, iata o infaptuire pur §i simplu 
uluitoare si de-a dreptul stralucita. Sigur, acest lucru 1-a facut Junimea, dar 1-a transferat si 1-a 
comunicat publicului intelectual, iar apoi, prin §colarizare, publicului in ansamblu, revista 
Convorbiri literare". 

intre publicatiilc care si-au ca§tigat un prestigiu meritat §i care au inaugurat o traditic 
culturala in aceasta epoca, se numara §i Tribuna, revista politica si literara, ce a aparut la Sibiu 
(14 aprilie 1884 - 16/29 aprilie 1903), sub coordonarea lui I. Slavici, cel care a fost director §i 
redactor responsabil de la aparitic si pana in 1888. Initiativa editarii ziaralui a apartinut unui 
grup de intelectuali si de negustori romani din Sibiu (Slavici, arhimandritul Nicolae Popea, I. 
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Bechnitz, N. Cristea s.a.), care i§i propusesera sa creeze o publicape care sa reprezinte 
"curentele populare" §i sa fie "un centru de lucrare literara". 

Aparina Tribunei corespundea, deopotriva, rcalitaplor momentului, dar §i unei dorin(e 
mai vechi, ca romanii de peste munp sa aiba un cotidian propriu, prin care sa militeze pentru 
unitate culturala si nationals. Inca din primii ani de aparitic, orientarea culturalS a ziarului a 
fost evident influen(atS de ideile junimiste. Principiile estetice promovate de Titu Maiorescu s- 
au regSsit in paginile Tribunei pe aproape toatS perioada aparitici, iar corespondenta intrctinuta 
de loan Slavici cu Maiorescu, demonstreazS afinitaplc spirituale stranse dintre cei doi, fapt ce 
s-a repercutat benefic asupra demersurilor culturale §i literare ce vor prinde via(S in paginile 
noului cotidian. lata ce scria Maiorescu intr-un articol din Tribuna , reprodus din Convorbiri 
literare: "... cultura artelor nu se pregSte§te, dupS cum pare la prima vedere, din sus in jos,ci 
din jos in sus si precum coroana inflorita la inaltimca copacului i§i are rSdScinile de hranS in 
pStura pamintului, a§a arta cea mai desvoltatS isi primcstc sucul trSiniciei din viea|a popularS 
in toata naivitatea ei incon§tientS; de aceea §i trebuie sa fie nationala;" 

Ecouri din programul Tribunei, pe al carei frontispiciu Slavici inscrisese celebra deviza: 
"Soarele pentru to{i romanii, de la Bucurepi rasare", se vor regasi §i in randurile articolului 
program al revistei Vatra. 

in peisajul publicisticii culturale romancsti de sfarsit de secol XEX, revista Vatra sta 
sub semnul unui destin remarcabil. Aflata in dcscendcnta nobila a Daciei literare §i a Tribunei 
sibiene, revista Vatra a aparut in 1894 la Bucure§ti, avand subtitlul "Foaie ilustrata pentru 
familie". Intemeietorii sai au fost trei dintre cei mai de seama scriitori ai epocii: I. L. Caragiale, 
loan Slavici §i George Cosbuc. Orientarea national-traditionalista este explicit exprimata in 
articolul-program intitulat sugestiv Vorba de acasa. Intentia celor trei fondatori era aceea de a 
contribui la unificarea culturala §i spirituals a romanilor, depasind granitic politice arbitrare. 

Revista a aparut, in opinia lui Serb an Cioculescu, din initiativa lui Caragiale care, 
auzind ca editorul G. Sfetea s-a hotarat sa scoata o "foaie ilustrata pentru familie", a apelat mai 
intai la Slavici: 

"Draga Slavici, 

Vrei sa ne intalnim intr-o zi impreuna cu Cosbuc §i cu Sfetea, librarul, pentru ca sa 
vorbim despre o afacere care, desigur, te-ar interesa?" 

infiin^ata in 1894, la Bucure§ti, revista Vatra va avea o aparipc bilunara, cele 44 de 
numere fiind publicate intre 1 ianuarie 1894 §i august 1896 (in primul an a avut o aparipc 
regulata, pentru ca in 1895 sa apara doar 15 numere, iar in 1896 ultimele 4 numere ale revistei). 
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Titlul simbolic al revistei, ca si articolul-program Vorba de acasa, indica intcnpa celor trei 
fondatori de a indruma crea^ia literara spre tradipilc comune ale vetrei stramo§e§ti: "Trebuia sa 
ne intoarcem, pe cat intoarcerea mai e cu putinfC la vatra stramoscasca, la obar§ia culturala a 
noastra." 13 

Revista apare intr-o atmosfera de tensiune politica si sociala. Acutele probleme sociale 
si naponale revenisera in actualitatea politica, rascoalele din 1888 §i 1894 readucand in prim 
plan problema taraneasca. Rezolvarea acestei probleme sociale majore devine un deziderat al 
epocii §i se subordoneaza idealului uni tap i nationale. Din acest motiv redactorii revistei sunt 
prcocupap in special de funcpa sociala a literaturii, care trebuie sa reflecte elementele 
tradiponalc §i nationale. Con§tientizand riscul indepartarii de tradipc §i primejdia pe care o 
reprezinta "literatura marfa", Vatra considera ca adevarata cale spre literatura veritabila este 
intoarcerea la tradipc, la "obar§ia culturala". 

In viziunea celor trei scriitori, semnatari ai articolului program, specificul national se 
suprapune celui tarancsc "A§a cum in desvoltarea limbii noastre numai prin intoarcerea la 
graiul viu al poporului am putut sa ajungem la stabilitate §i unitate, §i in desvoltarea noastra 
culturala vom ajunge la statomicie §i la unitate numai daca vom line in toate lucrarile noastre 
seama de gustul poporului." 14 Nuan^a national-transilvaneana este evidenta §i in intenpa 
directorilor de a face din revista "un organ pentru top romanii, un mijloc pentru propagarea 
aceluia§i gust si accluiasi fel de a simp si a gandi in toate parple poporului romanesc" 15 , de a 
nu impune o critica severa , de a nu se adresa exclusiv "celor alcsi" ci mai ales de a oferi 
romanilor o lectura nu numai variata §i interesanta, ci, totodata, romaneasca. 16 

Cel mai mare aport la realizarea revistei il va avea George Cosbuc, cel care va suspnc 
in mod concret si consecvent rubrica literara prin publicarea a numeroase poezii: Ziua 'nviierii 
(poezie ce urmeaza articolului program din primul numar al revistei), Mama, Lupta vie(ii, Pa§a 
Hassan, Doina, In opressores, lama pe uli(a, Noi vrem pennant etc. De altfel, in momentul 
constituirii definitive a colectivului rcdacpci, Cosbuc era destinat sa fie factorul coagulant al 
intregului demers publicistic, asa cum va marturisi si Slavici in Amintirile sale: 

"Cand noi, Caragiale, Co§buc §i eu, am luat cu C. Sfetea, intclcgerca sa publicam Vatra, 
ne puneam nadejdea in Cosbuc, pe care-1 §tiam inzestrat cu multe §i mari destoinicii si totodata 


13 Revista Vatra, nr. 1/1894 

14 Ibidem 

15 Idem 

16 Idem 
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si muncitor (). Editorul ramanea deci razamat numai in Co§buc. Ne intalneam, ce-i drept, 
adeseori ca sa stam de vorba, dar acela care muncea era Co§buc, numai el, si mai ales. 
Multumita ostenelilor lui a fost Vatra o revista ilustrata care poate fi citita si azi cu placere." 17 

Activitatea lui Caragiale in cadrul revistei s-a concretizat in special in texte ce apar 
nesemnate, in diverse rubrici. Anecdota Cum se infeleg {aranii, publicata in numarul 3 al 
revistei (nr.3/1894) va declan§a o reacjie violenta din partea lui Al. Vlahuja, §i va constitui 
subiectul unei polemici cu revista Via}a (1893-1896). Ca jurnalist, Caragiale, a abordat o 
problematica diversa, lucru absolut firesc pentru un autor care se definea astfel: “simt enorm 
vad monstruos" 

loan Slavici este unul dintre cei mai important jurnalisti in spatjul romanesc al 
sfarsitului de secol XIX. In acclasi timp, este si gazetarul care a folosit la maxim ziaristica 
pentru a-§i sustinc ideile. A folosit-o, aproape in mod cotidian, ca o arma. Format §i calit la 
Tribuna, publicistul ardelean este omul de presa capabil sa-§i asume deplin ceea ce a scris. Nu 
1-a descurajat nimic. 

"Dupa cate am trecut eu, am ajuns ca prin minune, acum, la varsta de 40 de ani, sa am 
nevasta ca mine §i copii ca mine... Si-n loc de a ma bucura, eu, ani de zile de-a randul, am stat 
cate 10-14 ceasuri carcit la masa si m-am balabanit cu to(i rataci(ii..." 

Pentru Slavici a sta "carcit la masa", (dupa cum spune gazetarul in scrisoarea trimisa 
din inchisoare lui Septimiu Albini, la Sibiu, in primavara lui 1889), inseamna munca de 
jurnalist. Mai mult, este activitatea specifica unui publicist care isi asuma toate 
responsabilitatile §i toate scaderile acestei nobile meserii. in Vatra, Slavici publica articole 
precum Ardealul, Familia lui Mihai Viteazul, Graiul omenesc, incepand, inca din primul numar 
al revistei, sa publice si fragmente din romanul Mara (in foileton). 

Desi cxistenta Vetrei (coordonata de Caragiale, Slavici §i Cosbuc) nu a fost indelungata, 
cele 44 de numere ale revistei au stat sub semnul cuvintelor oraculare ale editorului C. Sfetea 
"Aceasta revista ilustrata va li dirijata de unii dintre cei mai apreciaji scriitori romani, cu 
menirea de a oferi Onor. public cititor roman cele mai bune scrieri ale celor mai apreciaji 
scriitori romani din toate partilc locuite de romani. Trebuia in sfarsit o foaie care sa ocupe un 
loc de cinste pe masa fiecarei familii romanesti. Nu va fi crujata nici o jertfa pentru ajungerea 


17 loan Slavici - Lumea prin care am trecut, Ed. Institutului Cultural Roman, Bucure^ti, 2004, pag. 83 
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acestui scop." 18 Prin dirccpa traditionalists pe care a adoptat-o, Vatra va anticipa programul 
ideologic al Semanatorului (1901-1910). 

Cronologic, general)ilc de scriitori-gazetari ale secolului al XlX-lea coincid cu cele mai 
importante perioade ale culturii romane§ti: generapa de inceput a ziaristicii romanesti (1814- 
1829) - perioada programatica, de cristalizare a obiectivelor; generapa pa§optista (1830-1861) 

- perioada a dezvoltarii si concretizarii obiectivelor propuse; generapa junimista (1862-1914) 

- perioada afirmarii „noii dircc(ii” in cultura romana, gen crape ce va prefigura cvolu(ia 
spectaculoasa a presei romane§ti din perioada interbelica. 

BIBLIOGRAFIE: 

1. Caragiale, I.L., Publicistica §i corespondent, Ed. Grai si Suflet - Cultura 
Naponala, Bucure§ti, 1999. 

2. Slavici, loan, Lumea prin care am trecut. Memorialsstica. Publicistica., Ed. 
Institutului Cultural Roman, Bucure§ti, 2004. 

3. Cioculescu, §erban, Via (a lui Caragiale, Ed. Eminescu, Bucure§ti, 1977. 

4. Dicfionarul literaturii romane de la originipana la 1900, Ed. Academiei 
Republicii Socialiste Romania, Bucure§ti, 1979. 

5. Iorga, Nicolae , Istoria presei romanesti, Muzeul Literaturii Romane, 
Bucurcsti, 1999 

6. Hangiu, Ion, Reviste §i curente In evolufia literaturii romane, Ed. Virtual, 

2011. 

7. McLuhan, Marshall - Galaxia Gutenberg, Bucure§ti, Ed. Politica, 1975 

8. Petcu, Marian, Istoria presei romane - antologie, Ed. Tritonic, Bucure§ti, 

2002 . 

9. Rad, Ilie (coord.), Secvenfe din istoria presei romanepi, Ed. Tribuna, Cluj- 
Napoca, 2007. 

10. Rapeanu, Valeriu, O istorie a presei romanesti. De la Mihail Kogalniceanu la 
Nicolae Iorga, Edipa a Il-a, revazuta §i adaugita, Ed. Fundapei de Maine, Bucurcsti, 2008. 

The research presented in this paper was supported by the European Social Fund 
under the responsibility of the Managing Authority for the Sectoral Operational Programme 
for Human Resources Development, as part of the grant POSDRU/159/1.5/S/133652. 


18 Revista Vatra, nr. 1/1894 


1219 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


THE TEACHINGS OF NEAGOE BASARAB TO HIS SON THEODOSIE, 
ARGUMENTATIVE STRATEGIES AND INTERTEXTUALITY 
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Abstract: The Teachings of Neagoe Basarab to his son Theodosie, argumentative strategies and 
intertextuality. The hereby study aims to synthetically presen t the fundamental features of the cultural 
personality of the Wallachian prince; in the same manner, to highlight the evolution of the text to the 
integral edition from 2010 (publisher Dan Zamfirescu) and, especially, to reveal the specific of the 
works considered by B.P. Hasdeu and C. Noica “ the first important book of the Romanian culture”; 
to establish the elements of originality that literary criticism (S. Cioculescu, I.Rotaru), ignoring the 
laws of intertextuality, considered to be questionable. 

Key words: intertextuality, compilation, quote, argumentative strategy, reported speech. 


1. Epoca lui Neagoe Basarab 

in perioada de apogeu a Rcnastcrii , dar in plin feudalism oriental, Neagoe Basarab 
reprezinta una dintre personalita(ile cele mai importante din sud-estul Europei. Dupa 
campaniile lui §tefan cel Mare contra turcilor, pentru (arile mici devenea evident ca numai o 
acpunc unita putea conduce la succes. Stabilise relapi cu Muntele Athos, cu Vcncpa, trimisese 
o solie papei Leon al X-lea, in ideea unei corelari a spcrantclor romanilor cu cele ale intregii 
lumi crcstinc. in|elesese insa foarte bine ca virtuplc unui popor se pot manifesta printr-o 
complexitate de forme. 

Astfel apare, ca un monument al dainuirii crcstinismului, capodopera arhitecturala 
Manastirea Curtea de Arge§: “In aceasta strategic, cultura bisericeasca - ctitorirea de biserici 
monumentale §i admirabil organizate artistic - inlocuicstc confruntarea militara, devenita 
imposibila” (Zamfirescu, 1996, p. XI). 

in acela§i sens, scrie el insu§i cea mai importanta carte din literatura parenetica a 
timpului. Se inscria in tradipa acelor “oglinzi ale domnilor”, in care se citeaza deseori Institutio 
Principis Cristiani a lui Erasmus din Rotterdam (1516) §i Principele lui Machiavelli. Se 
dcoscbestc insa de “umanismul cre§tin al lui Erasmus si de evanghelismul sau alambicat, 
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imbracat intr-un stil cautat si prctios, ca pentru o carte destinata lui Carol Quintul” (Ibidem: 
XII) §i de postura lui Machiavelli care “transfonna religia intr-o pura ipocrizie princiara §i un 
simplu mijloc de dominare §i manipulare a supusilor” (Ibidem). 

Specificul mesajului fundamental din Invafaturile lui Neagoe Basarab catre fiul sau 
Theodosie este ca autorul edifica trasaturile profunde ale sufletului omenesc prin vocatia lui 
spre divinitate §i spre comuniunea cu ccilalti oameni: “A doua trasatura definitorie a 
Invafaturilor este profunda lor omenie. Este revolta vehementa impotriva nesocotirii faptului 
ca fiin(a umana §i liccarc individ in parte este un unicat sfintit prin jertfa lui Hristos” (Ibidem, 
p. XIII). Este ceea ce face din Neagoe Basarab unul dintre rcprczcntanpi de seama ai 
umanismului sud-est european. 

2. Opera §i autorul 

Invafaturile lui Neagoe Basarab catre fiul sau Theodosie a fost scrisa de Neagoe 
Basarab in timpul domniei sale, in slavona, conform cerintclor culturale de atunci, termenul ad 
quern fund 1521. Dar se pare ca ortodoxia §i cultura greaca incepusera inca de atunci competi(ia 
cu cea slavona, deoarece inca din prima jumatate a secolului al XVI-lea a fost tradusa in greaca 
bizantina (se pare ca numai a doua parte) de catre Manuil din Corint (cf. Mazilu, 2005, p. 551). 

in limba romana, textul s-a tradus dupa mai bine de un secol, la inipativa lui Udri§te 
Nasturel: data probabila, 1635. 

2.1. Textul slavon a fost semnalat pentru prima data in 1986, de catre slavistul Piotr 
Lavrov, sub forma unor manuscrise disparate, cu multe lacune, realizand impreuna un total de 
98 de file (din prima parte erau numai 16 file). A fost publicat pentru prima data la Petersburg, 
in 1904. 

in prefa(a de 37 de pagini la edifia respective, Piotr Lavrov descrie contextul in care a 
fost realizata lucrarea, caracterizandu-1 pe Neagoe Basarab astfel: “ om inva(at §i un sprijinitor 
al culturii. Mai mult, el s-a ilustrat §i ca scriitor, iar faptul ca a scris in limba slavo-bulgara ii 
asigura un loc de cinste in literatura sud-slava. Pu(inc scrieri apartinand acestei literaturi 
prezinta un atat de viu interes ca inva|aturile voievodului roman” (apud Mihaila, 1996, p. LXVI 
- LX VII). 

Studiind textul slavon, marii slavi§ti ai vremii (H.I. latimirski, §t. Romanski, ca si 
slavistul roman loan Bogdan), plecau de la caracterizarea edificatoare a lui Bogdan Petriceicu 
Hasdeu: “Neagoe Basarab, acest Marc Aureliu al Tarci Romancsti, principe artist si 

filozof, care ne face a privi cu uimire, ca o epoca excep(ionala de pace si de cultura, in mijlocul 
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unei intunecoase furtune de mai mul(i secoli, scurtul interval dintre 1512 - 1521” (Hasdeu, 
1884, II, p. 316). 

Stoian Romanski considera ca opera lui Neagoe Basarab “este cea mai buna pe care ne- 
o ofera literatura slava a timpului aceluia” (apud Mihaila, 1996, p. LXXXII). 

In anul 1959, P. P. Panaitescu, reediteaza textul lui Lavrov, insotindu-1 cu un aparat 
critic si cu traducerea integrals in limba romana. Din pacate, P. P. Panaitescu, cu marea sa 
autoritate ^tiintifica a fost adeptul teoriei lingvistului grec Demostene Russo, care, in 1908 
lansase “chestiunea omerica a literaturii romane§ti”, cea a paternitapi. Conform acesteia, 
Neagoe Basarab nu este autorul Invafaturilor; opera s-ar fi tradus mai tarziu, dupa un text 
grecesc, initial. 

Soluponarca problemei, a a§a-numitului pseudo-Neagoe §i plasarea Invafdturilor in 
secolul al XVII-lea a avansat in acelasi an (1959), cand Gheorghe Mihaila, la intiativa 
Asocia|iei Slavi§tilor din Romania (Petre §. Nasturel) a comparat textul slavon al 
Invafdturilor... cu textul pisaniilor de pe biserica Manastirii de la Curtea de Arge§ (cf. textul 
acestora in Literatura romana veche, I, 1969, p. 155-162). Concluzia a fost ca “daca ne putem 
intreba in ce masura Neagoe personal a (inut in mana condeiul sau a apelat la un colaborator, 
poate chiar la o fa(a bisericeasca importanta, nu se poate pune la indoiala contemporaneitatea 
Invafaturilor cu inscrip(iile §i deci cu domnul ce apare ca autor” (Mihaila, 1996, p. XC). 

Doi ani mai tarziu (1961), Dan Zamfirescu, slavist si specialist in bizantinologie, a 
publicat un studiu foarte bine argumentat, Invafaturile lui Neagoe Basarab catre fiul sau 
Theodosie. Problema autenticitafii. 

Solutia stabilirii rclatici dintre Neagoe Basarab §i opera sa a fost definitivata in 1963, 
cand revista Romanoslavica a publicat studiile pro (I. C. Chitimia, Dan Zamfirescu) §i pe cea 
contra (P. P. Panaitescu), printr-o examinare a argumentelor. 

Pana in 1966, la cele 98 de file ale manuscrisului publicat de Lavrov (1904) §i P. P. 
Panaitescu (1959), s-au adaugat 13 file noi, semnalate de filologul bulgar B. Jonev, a§a incat, 
in 1970, textul slavon (cele 111 pagini ce reprezinta 1/3 din textul integral) a fost publicat intr- 
o editic critica de cxccp(ic (Florica Moisil, Dan Zamfirescu §i Gheorghe Mihaila), cu traducerea 
in romane§te a lui Gheorghe Mihaila. 

Ed ilia ulterioara, din 1996, adauga textul in facsimil §i actualizeaza aparatul critic. 

2.2. Manuscrisul grecesc, descoperit in Catalogul manuscriselor de la Muntele Athos 
(1895) de catre Spiridon Lampros, a fost copiat in 1901 de filologul grec Demostene Russo, 
care a opinat ca acesta este textul original, dupa care s-au facut traducerile in slavona si romana: 
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“asa §i cu Invafaturile lui Neagoe Basarab care s-au scris dupa unii in slavona, dupa alpi in 
limba romana, si al caror original scris in limba greaca cred ca 1-am descoperit printre 
manuscrisele Manastirei Sfantul Dionisiu din Sfantul Munte si 1-am copiat” (apud Mihaila, 
1996, p. LXXIV). 

Demostene Russo a deschis problema autcnticitapi, aratand ca “dupa studierea acestor 
inva|aturi am capatat convingerea ca ele sunt pseudo-grafe, ca sub mantia domneasca se 
ascunde o rasa calugareasca, caci autorul Invafaturilor e un calugar §i nu Neagoe Basarab, ceea 
ce voi dovedi cu alta ocazie” (Ibidem: p. LXXVI). 

Nicolae Iorga va demonstra mai tarziu, in 1929, in Istoria literaturii romane§ti. 
Introducere sintetica faptul ca Invafaturile au un caracter profund personal si o latura eroica 
pronurpata, ceea ce iese din statutul oficial al unui monah. 

Demostene Russo a avut o contribute importanta in identificarea unor surse 
fundamentale pe care s-a bazat argumcntapa din fnvafaturi: Omilia despre rabdare a Sfantului 
loan Gura de Aur, Omilia la schimbarea la fata a lui Efrem Sirul, Scar a lui loan Climax §i 
Umilinfa lui Simeon Monahul. 

Insa, fara sa irpelcaga, in acccppa de atunci, tehnicile mozaicului utilizate in strategiile 
argumentative din marile cazanii, el vorbe§te deseori de plagiat, ignorand raportul dintre 
argumentul de autoritate si strategiile argumentative care il folosesc. 

in 1941, Vasile Grecu a descoperit la acecasi manastire de la Muntele Athos un alt 
manuscris in limba greaca, atribuit retorului Gheorghe din Enos, care corespundea insa cu 
capitolul al II-lea din Invataturi, preluat de acesta din varianta slavona. 

Ulterior, asa cum s-a vazut, slavistii au demonstrat ca textul slavon este textul-sursa, ca 
el apartinc secolului al XVI-lea §i lui Neagoe Basarab. 

2.3. Textul romanesc este o traducere realizata in jurul anului 1635, la inipativa lui 
Udri§te Nasturel, personalitate culturala complexa, comparabila cu cea a lui Neagoe Basarab. 
Multa vreme s-a crezut ca este varianta prima, compusa in limba romana de autor.. 

Vasile Pop a semnalat, in anul 1838, manuscrisul cel mai vechi al versiunii romane§ti, 
tiparit ulterior, in 1843 sub ingrijirea lui loan Eclesiarhul Curtii Domne§ti, dupa manuscrisul 
din biblioteca domnitorului §tefan Cantacuzino. Trecerea de la alfabetul chirilic la cel latin s- 
a facut cu multe inconsccventc, care au activat spiritul critic al lui Bogdan Petriceicu Hasdeu. 

O cditic critica, cu aparat filologic modern a realizat Hasdeu in 1865, in Arhiva istorica 
a Rom&niei, I, §i in Buletinul Instrucfiunii Pub/ice, I, 1865-1866, p. 76-80. Este vorba insa 
numai despre 4 capitole din intreaga scriere. Despre aceasta, in ansamblul ei, Hasdeu spunea 
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cS este “falnic monument de literaturS, politics, lllosofle §i elocven|S la strSbunii no§tri 
(MihSilS, 1996, p. L). 

in anul 1910, Nicolae Iorga a reluat edi(ia integrals din 1843, confruntatS cu edit) a 
moldoveneascS din 1888 (mitropolitul Moldovei Iosif Naniescu), aceasta din urmS realizatS 
dupS ms. realizat in 1682 la Schitul Trivale din Pite§ti. 

Dar, in 1938 s-a realizat asa-zisa cditic Ciurezu, ce reproducea numai patru capitole, cu 
avantajul unei cditii populare ce si-a atins scopul de a impune in con§tiin|a cititorilor imaginea 
unui domnitor filosof si a unei capodopere romancsti. 

Constantin Noica, marele fdosof, a publicat, la cunoa§terea acestora, douS studii cu 
analize profunde §i elogioase: Neagoe Basarab §i treptele desavdrprii (1940) §i Ce e etern §i 
ce e istoric in cultura romana (1943), reiterand formula lansatS de B. P. Hasdeu, ca era vorba 
de “intaia mare carte a culturii romancsti”. 

Prima edifie criticS integrals este cea din 1970, care indepline§te toate standardele unei 
redact) i modeme. 

Edi(ia recentS din 2010, realizatS de acela§i colectiv (Florica Moisil, Dan Zamfirescu, 
Gheorghe MihSilS) are in plus un procedeu grade de marcare a intcrtcxtualitS(ii. Ca texte, in 
continuarea Invdfaturilor... sunt publicate §i fragmentele pSstrate din originalul slavon, traduse 
de Gheorghe MihSilS §i parenezele Ale imparatului Vasile Macedoneanul capitole 
povafuitoare catre flul sau Leon §i Invafatura lui Vladimir Monomahul catre fiii sai. 

3. Specificul textului parenetic 

3.1. Cele mai multe deservicii nu le-au adus acestei opere a^a-zisii detractori ai ei: 
Demostene Russo care considera primatul unui text grecesc, nici, in aceeafi linie, Leandros 
Vranoussis in celebra chestinune homericS a literaturii romane (problema paternitS(ii). 

P. P. Panaitescu insusi, in studiul Invafaturile lui Neagoe Basarab catre fiul sau 
Theodosie. Problema autenticitdfii, reluat in 1946, muta geneza operei un secol mai tarziu, asa 
cum sus(inuse, de altfel, §i Demostene Russo. A renun(at la argumentele dcmonstrat)ci abia in 
1961, in urma demonstrat)ilor realizate de Gheorghe MihSilS §i Dan Zamfirescu. Conform lui 
P. P. Panaitescu, autorul nu putea fi un voievod, ci profunzimea teologicS a mesajului indica 
un monah care stSpanea foarte bine textele biblice, patristice §i omiletice. 

Or, nu era exclus ca Neagoe Basarab sS fi avut o formatic teologicS autenticS. In 
mentalitatea vremii circula chiar o analogie, prezentS §i in Invafaturi : a§a cum floarea are 
nevoie de apS pentru a create, luand puterea de la lumina soarelui, tot astfel tanSrul are nevoie 
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de cunoastcrea teologica pentru a absorbi lumina divina. Asa se explica si formapa teologica a 
autorului §i amploarea textelor teologice care paveaza drumul duhovniciei. De altfel, lucru 
neglijat de contestatarii patcrnitapi, in Via(apatriarhului Nifon, se arata ca, in timpul uceniciei 
sale, Neagoe era fiul sufletesc al patriarhului, “a carui inva|atura §i hrana sufleteasca dorea 
intotdeauna s-o primeasca “ (apud Istoria literaturii Romane, I, 1970, p. 267). La acestea, 
Nicolae Iorga a aratat, a§a cum s-a vazut, ambian(a personala a Invafaturilor si entuziasmul 
patriotic ce le insuflc(cstc deseori, care edifica deopotriva condipa de pater filii el populi. 

Deservicii au facut cxcgcpi textului, incercand sa-i diminueze valoarea, deranjap fie 
de constitupa baroca, fie de coeficientul de creativitate. 

La teoria lui Demostene Russo, filologii §i istoricii romani au ripostat cu argumente 
solide: “Demostene Russo a ajuns sa vada in autor un monah, nu un domn (...) un plagiator 
(cuvantul §i calificativul revenind obsesiv sub pana sa). El a devenit surprinzator de orb la tot 
ceea ce in Invafaturi nu este nici imprumut, nici plagiat §i nici colaj, ci zeci de pagini de text 
original” (Mihaila, 1996, p. LXXX). 

Dar Gheorghe Mihaila in sup crede ca Neagoe Basarab a utilizat tehnica mozaicului si 
a colajului: “Intr-adevar, analiza avizata a textului Invafaturilor ne arata ca ele sunt rezultatul 
unei maniere de elaborare in care intra csential arta colajului si geniul antologarii de texte cu 
ajutorul carora autorul isi putea exprima §i totodata fundamenta prin autoritatea sfintei scripturi 
§i a marilor nume din patristica propriile idei” (Mihaila, 1996, p. LXXVI). 

Intr-un studiu din 1969, ( Neagoe Basarab - un Eminescu al timpului sau, in Romania 
literara, nr. 51), §erban Cioculescu neaga originalitatea §i implicit valoarea operei: “ Numai 
factura unei mari personalitap ar indreptap paradoxul axiologic de ordinul transformismului §i 
anume de a preschimba intr-o opera originala un mozaic de citate din toate rafturile literaturii 
teologice” (Cioculescu, 1973, p. 7). 

Este aproape sigur ca criticii literari din perioada comunista nu-§i puteau manifesta 
entuziasmul in fa(a unui text care propunea intrarea unui tanar pe treptele desavarprii 
personalitajii prin cducapa religioasa. Li se poate imputa numai ca n-au evitat reacpilc 
ostentative: “ Prima parte a Invafaturilor lui Neagoe Basarab catre fiul sau Theodosie este un 
hap§ de texte religioase, compilate de pretutindeni, aproape ilizibil pentru cititorii neavizap” 
(Rotaru, 2006, p. 32). Sigur, printre cititorii neavizap nu se aflau B.P. Hasdeu, C. Noica, N. 
Iorga etc. 

Nu au lipsit totusi, nici evaluarile la superlativ: “Cu toate ca imprumuta pasaje intregi 
din scrierile pe care le foloscstc, nu se poate tagadui lui Neagoe indemanarea elocvenjei, 
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cadenza de mare vibrate retorica, mai ales cand vorbcstc (dupa loan Zlataust), despre 
fragilitatea vict)i, intrerupta de moarte (Istoria literaturii romane, I, 1970, p. 270). 

La fel, plangerea mor(ii primului sau fiu, Petru, este considerate “cea mai mi§catoare 
pagina elegiaca din literatura romana in limba slavona” (Ibidem). 

Unii critici au analizat in profunzime textul, legand mesajul atat de cadrul general 
dogmatic, cat si de contextul extralingvistic socio-politic ce 1-a generat: “Dar critica interna a 
operei arata ca, pe langa capitole de interes general, lucrarea aceasta cuprinde lucruri relative 
la boieri §i in struct) i cum trebuie duse tratativele cu turcii, pe care nimeni nu le putea §ti mai 
bine ca domnul roman, dar mai ales part) din via(a intima a voievodului, expuse adesea cu un 
lirism atat de miscator, incat cu greu s-ar fi putut na§te in sufletul unui om strain de durerile si 
preocuparile lui Neagoe” (Pu§cariu, 1987, p. 33). 

Al(i critici au subliniat maiestria cu care Neagoe Basarab a depart tirania modelelor, 
contopind in textele sale de formare trasaturile fundamentale ale sufletului omenesc: “N-am 
epuizat unghiurile din care Invafaturile pot fi descrise drept o carte umanista. Nu le-am trecut, 
sper, cu vederea pe cele mai insemnate §i mai productive in analiza duhului lucrarii, a acelui 
duh prin care autorul, carturar, om politic, diplomat stralucit, a vegheat pentru nestingerea 
neamului sau” (Mazilu, 2004, p. 201). 

3.2. La o cercetare statistics, raportul dintre textul-suport, auctorial, si textele-argument 
este urmStorul: din cele 298 de pagini ale edifiei din 2010, 175 sunt text original, iar 123 sunt 
citate (s-a calculat pagina de 32 de randuri). 

S-a observat un decalaj intre prima parte, in care, din 126 de pagini, numai 46 constituie 
text original, in timp ce citatele reprezintS 80 de pagini. 

In schimb, in partea a Il-a, din 172 de pagini, raportul este sensibil inversat: 130 de 
pagini text original si 42 de pagini citate. 

Aceste delimitSri se pot face astSzi, intrucat iinterpret) i textului (filologii, teologii §i in 
special editorii profesioni§ti) au alcatuit, in primul rand, un numar impresionant de indicafii 
scripturistice. in plus, edifia din 2010 “a adoptat alta modalitate de tiparire §i anume, 
cvidentiind cu alt corp de litera tot ce s-a dovedit ca a fost imprumutat de Neagoe Basarab din 
izvoarele folosite la alcatuirea invafaturilor” (Zamfirescu, 2010, p. XVI). Lucrurile nu s-au 
oprit aici: “A doua principals inovafic a fost introducerea intre paranteze drepte a unor subtitluri 
care nu se afla in textul negoian, ci au fost confccfionatc de editor, precum si numele autorilor 
textelor imprumutate” (Ibidem, p. XVII). 
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Comparand textul romanesc cu originalul slavon, tradus de Gh. Mihaila, fie din editia 
citata din 1996, fie din anexele la edi|ia din 2010, se observa ca astfel de indica(ii scripturistice 
lipsesc, textul slavon prezentand doar marcatorii declarativi ai autorului. Lipsesc de asemenea 
marcile paratextuale (titluri, autori) in cazul textelor complementare, atasatc de autor prin 
asumare, in credinta ca, prin conditia lor de sacralitate, configureaza mai bine mesajul decat ar 
fi facut-o el insusi. 

Cercetatorul actual are in fa(a “radiografia exacta (cu exceppa pupnelor pagini care dau 
impresia ca provin din izvoare inca neidentificate) structura cartii cu ceea ce este imprumutat 
§i ceea ce este original” (Ibidem). 

Strategia argumentative din Invafaturi se observa in felul in care se configureaza cele 
3 tipuri de discurs din cele doua pari). 

in prima parte, textul este expozitiv, alcatuit dintr-o abunden(a de citate. Oricat de bun 
teolog ar fi fost Neagoe Basarab si oricat de iubitor fa|a de fiul sau, nu putea avea o gandire 
mai clara, mai invaziva §i mai plina de fiorul Duhului Sfant decat cea din Sfanta Scriptura. 
Preocuparea tatalui este de a-i oferi lui Theodosie hrana sufleteasca cea mai buna. 

Daca 1-ar fi pregatit ca teolog, probabil ca ar fi continuat in acela§i fel pana la starlit. 
Dar voievodul voia sa-1 determine sa performeze in dircc(ia celor inva(atc. De aceea, in partea 
a doua, trecerea prin filtrul gandirii proprii primeaza ca un transfer de intcntionalitatc, pentru 
stimularea unei motiva(ii proprii. 

Nu orgoliul auctorial al originalitapi 1-a animat pe Neagoe Basarab (selectarea, 
propunerea si explicarea textelor sacre era, in mentalitatea vremii, mult mai importanta, 
insemna configurarea imaginii divine in sufletul omului), ci ciicien(a demersului sau 
comunicativ: transfonnarea ilocu(ionarului dobandit in acte perlocutionarc asumate. 
Preocuparea majora era, cum ar fi spus Austin, sa asigure conditiilc de rcusita a trecerii de la 
vorbe la fapte (Austin, 2003, p. 32). 

3.3. Intertextualitatea este un concept complex, care a cunoscut diferite interpreted de 
cand 1-a propus J. Kristeva, pana la G. Genette. In lucrarea lui, Palimpsestes, acesta din urma 
il numeric transtextualitate, avand mai multe fonne de manifestare. Transtextualitatea propriu- 
zisa presupune inscrtia unui text strain, prin elementele de atribuire (citat), fara acestea 
(plagiat); printr-o interpretare (metatextualitate), fara un marcaj exact, dar cu elemente de 
trimitere indirecta. 

Micile inscrtii din invafaturi sunt fie pretexte ale unor comentarii personale, fie 
concluzii, prin care textul sacra incununeaza demonstrapa, transferand-o la nivelul eviden(elor. 
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Cele mai multe au marcatorii declarativi ai atribuirii: Strigam impreuna cu David, zicand: 
Chiuif lui Dumnezeu, totpdmantul...(p . 2); Cum zice fericitul David: Fericifi cei nevinovafi... 
(p. 3); Precum sangur Domnul Hristos au zis: cel a ce va manca trupul mieu... (p.4). 

Neagoe nu-si face o problema din a lansa inscrtiile si fara marcatori, punandu-le uneori 
unele in continuarea celorlalte: Macara de ar fi imparat, macara domnu, macara biruitor ”tot 
sa cunoasca pre Dumnezeu care l-au facut §i cu fried §i cu cutremur sa faca judecata pre 
pamantu “Facefi pace §i ruga cu tofi, ca fara de acestea niminea nu va putea vedea pre 
Dumnezeu” (p. 6). in edijia din 2010, editorii au insert fiecare pasaj, chiar pe cele succesive, 
cu inscriptii scripturistice (trimiteri la psalmi, la carp la evanghelii, la versete), a§a incat au 
devoalat intreaga munca subtextuala a autorului. Oricum, e mai us or sa identifici provenierfia 
unui text dat, decat sa-1 caup in consonanta cu segmentele din component mesajului. 

Cu marcatori discursivi apar uneori §i crcatii proprii, autorul sintetizand cele 
interpretate anterior in pildele ce se pot trage §i in talcul fiecareia dintre ele. Editorii n-au propus 
aici indicapi scripturistice: Pilda: Eu zip' “Top suntefi dumnezei §i fiii Celui de susTalcul: 
Zise Domnul: “Ca un bun, pre tofi i-am facut imparafi §i domniputernici, iara ei se-au mtorsu 
in lucruri rele §i de§arte”. Pilda: “bar voi murid ca oamenii”. Talcul: bar voi cugetandu cele 
pamdntepi perifi”. Pilda: “§i ca unul din domni cadefi”. Talcul: “§i satana era domnul 
ingerilor, iara pentru trufia lui cazu ” (p. 5-6). 

in teoria discursului raportat, citatul, ca a treia faza a desubiectivizarii, este, de fapt, un 
discurs atribuit prin izolare textuala. Autorul ii devanseaza ca importanta pe interlocutorii 
primi, asumandu-§i rolul de enun|ator al unui argument de autoritate. 

Astfel, portretul imparatului-model, marele Costandin imparat, el insu§i transmitator de 
inva|aturi, deci un model §i pentru Neagoe Basarab insu§i, putea fi realizat foarte bine de 
domnitorul muntean. Dar in Panegiricul patriarhului Eftimie al Tarnovei, gascstc textul model 
al portretului, descris de episcopul bulgar, pentru tarul Ivan Si$man. Este un citat de circa 17 
pagini, care incepe ca o poveste ( Odata, oarecandu, batandu-se imparatul Costandin cu 
perfi... - p. 66) si se termina ca o istorie de demult {A§a fu via (a marelui Costandin §i dreptdfi 
ca acestea facu - p. 83). 

Editorul pne intertextualitatea sub control: marcheaza scurtele pasaje adaugate de 
Neagoe la textul citat, existente §i in originalul slavon, dar §i pe cele adaugate de traducatorul 
din secolul al XVII-lea, care nu se regasesc in redaclia slavona. 

in partea a doua a bnvdfaturilor, textul presupune un coeficient mult mai mare de 
creativitate auctoriala. Intertextualitatea este metadiscursiva, aluziva la unele pasaje biblice, 
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localizate strict de editor. O astfel de creativitate pune probleme specialistilor, intrucat “ La 
frontiere entre Limitation et la transformation est ici bien difficile a tracer” (Genette, 1982, p. 
150). Chiar daca citatul prin complementaritatea textelor se intalne§te destul de frecvent, el 
este angrenat mai puternic in structurile de ansamblu ale mesajului. Autorul aplica principiul 
clasici§tilor din alte timpuri, dupa care putea identifica bunul sau acolo unde il gasea. 

Invafaturile lui Neagoe Basarab, prin intertextualitatea lor, se caracterizeaza prin 
unitate §i cocrenta a mesajului, constituind frumusctca unui poem pedagogic, in care magistrul 
transpare sub mai multe ma§ti pentru a mcntinc fori,a mesajului la altitudinea sublimului 
teologic. 
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Abstract: Parallels between nature and femininity can be seen in all aspects of human life, from 
everyday cliches (mother nature, nature’s bosom etc), through artistic expression and all the way to the 
most subtle anthropological endeavours, derived from the tension between the need to explain universal 
human constants and the need to justify particular cultural elements. Both nature and woman are 
associated with warmth, simplicity, beauty, grace and kindness, while the earth's seasons and cycles 
are mirrored by those of women. Potential life-generating forces reside both in nature and in woman. 
This paper aims to uncover the similar ways in which nature is conceptualised in English and Romanian 
poetry, thus proving that the poetic images form part of a coherent European cultural construct in 
which nature is seen as essentially feminine. 

Keywords: personification, genderization, nature, cultural constructs 


. Introducere 

Sensul initial al substantivului natura este acela de fire, de caracter al unui lucru, sens 
cu care apare si in lucrarea lui Lucretius, De rerum natura, „Despre natura lucrurilor”. In Grecia 
Antica, in paralel cu sensul similar de fire a lucrurilor, Physis apare pentru prima data sub 
intruchiparea mamei natura, fund de multe ori asociata sau chiar asimilata Mamei Pamant, 
Gaia 1 . Substantivele desemnand natura si pamantul sunt feminine atat in limba latina, cat si in 
greaca veche. Acelasi Lucretius ofera o imagine precursoare a mamei naturi, asimilata zeitei 
Venus, careia i se adreseaza invocatia de la inceputul poemului sau. Aceasta este o entitate 
creativa si procreativa, zeita hranitoare si datatoare de viata 2 . 

In limba romana, substantivul natura apare pentru prima data in secolul al XVIII-lea, in 
Letopisetul lui Ion Neculce, sub forma „natura” si cu acelasi prim sens, cel de fire, caracter: 


1 Michael Ferber, A Dictionary of Literary Symbols , second edition, Cambridge University Press, 2007, p. 135 

2 apud Michael Ferber, op. cit., p. 135 
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„Si dzice Cantemir-voda ca domnul face neamurile, domnul le stringe. Si-i era uriti ficiorii cei 
de boier, sa nu-i vadza intr-ochi, de pe cum ii era natura lui 3 .” Originea latina a substantivului, 
oferita de dictionarele de etimologie, este nedisputata. La fel ca si in limba latina, in limba 
romana, substantivul natura este de genul feminin. 

In limba engleza, substantivul nature este consemnat pentru prima data spre sfarsitul 
secolului XIII, cu aceleasi origini latine. Din secolul XV, substantivul primeste sensul de 
„creatie, univers”, in acelasi timp in care incepe sa apara si natura personificata sub forma 
materna. Acelasi gen feminin preluat din latina se pastreaza si in limba engleza. Distinctia mai 
precisa dintre natura ca lumea materials aflata in afara interventiei umane si spatiul civilizatiei 
sau societatii se contureaza in jurul anului 1660 4 . Prima mentiune literara a acestui substantiv 
a fost facuta de catre Geoffrey Chaucer, in poemul sau, Parliament of Fowls (Parlamentul 
pasarilor) din secolul al XV-lea, cu sintagma „this noble godesse Nature” (aceasta nobila zeita 
Natura) 5 . 

Opera lui Shakespeare pastreaza imaginea deiflcata a naturii preluata de la antici; exista 
numeroase mentiuni ale zeitei-natura in dramele acestuia. Un secol mai tarziu, Shakespeare 
insusii devine personaj intr-unul din poemele lui Thomas Gray, hind numit „favoritul naturii”, 
pentru care marea mama si-a dezvaluit „grozavul chip” 6 . 

Odata cu dezvoltarea romantismului, natura a capatat un loc central in randul temelor 
de creatie poetica, astfel ca apar mentiuni alegorice din ce in ce mai bogate si mai diversificate, 
fara insa a devia prea mult de la nucleul de sens al naturii ca forta materna, sau cel putin 
feminina. Faust al lui Goethe, adresandu-se naturii, o intreaba „de unde sa te apuc, Natura 
nesfarsita - /sanii tai, unde?” 7 . In cadrul poeziei engleze, pronumele personal feminin asociat 
naturii se intalneste mult mai frecvent decat cel neutru, chiar si fara a exista o alegorie propriu- 
zisa care sa ofere alte informatii privind genul atribuit. 

2. Natura ca mama 

in mod deloc surprinzator, atat poetii romani, cat si cei englezi tind sa conceptualizeze 
natura in acelasi mod: materna, primitoare, inteleapta, lucru datorat atat influentei genului 
gramatical, cat si constructului cultural pan-european. 


3 Ion Neculce, Letopisetul Tarii Moldovei , Editura Litera International, Chisinau, 2001, p 104 

4 The Concise Oxford Dictionary of English Etymology , Edited by T. F. Hoad , Oxford University Press, 1996 

5 Michael Ferber, op. cit., p. 136 

6 Thomas Gray, Complete Poems , Oxford University Press, 1966, p. 27 

7 apud Michael Ferber, op. cit., p. 136 
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Reprezentarile naturii in poezie pot fi grupate in doua mari categorii: natura ca amanta 
si natura ca mama. Sunt interesante de discutat situatiile in care imaginile poetice ale naturii 
prezente in cele doua literaturi apar aproape identice. De pilda, poemul lui Vasile Alecsandri, 
Vanatorul, reda o imagine a naturii care fonneaza un cuplu cu soarele: 

Vinatorul pleaca grabnic la a zorilor ivire, 

si pe soare, fabric oaspe, ii saluta cu iubire. 

Lumea vesela tresare, mii de glasuri sunatoare 

Celebreaza insotirea naturei cu mdndrui soare 8 . 

V. Alecsandri - Vanatorul 

in mod similar, Irnnul lui John Milton prezinta natura in acelasi tip de relatie cu soarele, 
insa de aceasta data una latenta, paralizata temporar de catre amortirea iernii. Coplesita de 
miracolul nasterii Mantuitorului, Natura, rusinata de propria-i goliciune, se acopera cu valul 
zapezii si isi reasuma ipostaza de fecioara, amanand momentul impreunarii cu Soarele, 
deoarece „Nu era vremea atunci pentru ea/ Sa zburde cu Soarele, Iubitu-i viguros”: 

It was no season then for her 
To wanton with the Sun her lusty Paramour 9 . 

John Milton - On the Morning of Christ’s Nativity 

„Mandrul soare” al lui Alecsandri este oglindit de „iubitul viguros” al lui Milton, in 
acelasi tip de juxtapunere. 

Alteori, natura este prezentata tot intr-o insotire, insa de aceasta data cu omul. La 
Alecsandri, natura, intr-un comportament de fecioara seducatoare, se impodobeste pentru a-i fi 
pe plac poetului, reprezentantul umanitatii: 

Atunci natura 'ntreasa, zimbindu-mi cu placere, 

Isipuse pentru mine coroana sa de flori' 10 ; 

V. Alecsandri - 8 martie 

in acelasi fel, natura lui Coleridge „isi face casa” - o sintagma metaforica ce 
simbolizeaza casnicia - cu omul. Poetul imagineaza un spatiu feeric, plin de „Gradini, unde 
podul isi intinde lungimea diafana/ Si Natura face casa in fericire cu omul.” 

Gardens, where flings the bridge its airy span, 


8 Vasile Alecsandri, Insira-te, margarite, Editura Litera International, Chisinau, p. 178 

9 John Milton, The Complete Poetry and Essential Prose, Random House, New York, 2007, p. 18 

10 Vasile Alecsandri, op. cit. p. 70 
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And Nature makes her happy home with man 11 ; 

S.T. Coleridge - The Garden of Boccacio 

De departe cele mai frecvente personificari ale naturii o surprind in ipostaze mateme. 
In literatura romana, prima astfel de mentiune apare la Ion Budai Deleanu: 

Cea prenalta vecinica fiinta 
Ne-au dat pilda-m toate vederata, 

De-a cunoaste sfanta sa vointa. 

Insas' mama natura ne-arata 

Ca toata chivernisirea bund 
Vine si spanzura dintr-o mana 12 . 

Ion Budai Deleanu - Tiganiada 

Este foarte probabil ca „mama natura” a lui Budai Deleanu sa reprezinte rezultatul 
insu§irii unui cliscu deja impamantenit in epoca, mai degraba decat al unei alegeri poetice 
intentionate. Aceasta opinie ar putea II sustinuta de modul sumar in care natura este amintita, 
fara adaugarea de alte uni tap de referin|a care sa-i intregeasca o imagine care sa devina ceva 
mai caracteristic unui anume stil poetic. 

Metafora sanului naturii apare mai frecvent la poetii romani. La Grigore Alexandrescu, 
geniul poeziei este consecinta darniciei naturii: 

Cand nenteieasa natura, din sanu-i cel roditor, 

Cu talentul poeziei nastepe un muritor, (...) 13 

G. Alexandrescu - Epistola Dlui I. V, autorul „Primdverii amorului" 

In Anatolida lui Heliade Radulescu, probabil cel mai indraznet poem din literatura 
romaneasca dinainte de Eminescu, apare din nou mentiunea sanului naturii care hraneste toate 
flintclc creatiei: 

Nutriti, va crested pud ce isi asteapta cuibul 
intai la sanul vostru s-avoi la al naturii, 

Ospat universale ce-ndnde providenta 
La tot ce e viata, la toata rasujlarea 14 . 


11 S.T. Coleridge, The Complete Poems , Penguin Books, 1997, p. 400 

12 Ion Budai-Deleanu, Tiganiada , Editura Litera International, Chisinau, 2001, p. 292 

13 Grigore Alexandrescu, Poezii siprozd, Editura Litera, Chisinau, 1998, p. 116 

14 Ion Heliade Radulescu, Fata lui Chiriac: versuri si prozd, Editura Litera, Chisinau, 1997, p. 170 
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I.H. Radulescu - Anatolida sau Omul si fortele 

Byron aduce metafora sanului naturii la un nivel mult mai personal, autointitulandu-se 
„copilul ei niciodata intarcat, desi nu favoritul”. La fel ca si la Heliade Radulescu, natura, 
preabuna mama, nu refuza niciodata sa isi sustina creatia cu forta sa vitala: „Desi intotdeauna 
schimbatoare, blanda in infatisarea ei;/ De la al sau piept gol m-a lasat intotdeauna sa ma 
indestulez”: 

Dear Nature is the kindest mother still ! 

Though always changing, in her aspect mild; 

From her bare bosom let me take my fill. 

Her never-weaned, though not her favoured child 15 . 

3. Natura ca doica 

Plasate la un pas distanta de rolul matern al naturii, exista numeroase mentiuni ale 
naturii in ipostaza de doica, adica dand dovada de aceeasi atitudine grijulie, inlocuind o mama, 
jucandu-i rolul. Natura lui Alexander Pope, folosindu-si forta creatoare pentru a oferi 
umanitatii un pamant generos, „alapteaza liccarc planta, si deschide fiecare floare”: 

For me kind Nature wakes her genial power. 

Suckles each herb, and spreads out every flower; 16 

A. Pope - An Essay on Man 

Aceeasi atitudine de reverenta in fata naturii, „preasfanta doica”, se regaseste si la 
Byron 17 , precum si in poemul lui S. T. Coleridge, Epigrama despre Kepler, in care poetul cauta 
adapost din calea unei furtuni metaforice in poala doicii-natura, implorata sa-i spuna „despre 
Tatal meu, inca nevazut, / Povesti dulci, si adevarate, care ma indeamna la sornn/ Si ma lasa 
visand.” Din nou, natura-doica se achita de toate indatoririle mateme, linistind, protejand, 
adormind: 

Nature! sweet nurse, O take me in thy lap 

And tell me of my Father vet unseen. 

Sweet tales, and true, that lull me into sleep 
And leave me dreaming. 18 

15 Lord Byron, The Major Works, including Don Juan and Childe Harold’s Pilgrimage, Oxford University Press, 
2008, p. 19 

16 Alexander Pope, The Major Works, Oxford University Press, New York, 1993, p. 270 

17 Lord Byron, op.cit., p. 19 

18 S.T. Coleridge, op. cit., p. 353 
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Coleridge - Epigram on Kepler 


4. Natura ca sora 

La inca un pas distanta pe scala femininului se situeaza natura in ipostaza de sora, asa 
cum apare in epistola dedicata controversatei Augusta, unde Byron suplineste absenta surorii 
iubite prin interactiunea cu natura care „mi-a fost prieten vechi, iar acum imi va fi/ Sora - pana 
din nou te voi privi”: 

She was my early friend, and now shall be 

My sister —till I look again on thee. 

Byron - Epistle to Augusta 

O scena dramatica deosebit de plastica are loc in poemul satiric Peter Bell al Treilea, 
scris de P.B. Shelley. Aici, personajul principal, Peter, se angajeaza intr-un joc al seductiei cu 
natura. Peter, „un soi de eunuc moral”, atinge doar tivul tunicii unei naturi atragatoare dar 
superioare, care insa ii respinge amuzata avansurile, oferindu-i doar „un sarut de sora”, 
deoarece adevarata sa afectiune se indreapta spre scotianul Robert Burns, (intrat in istorie drept 
bardul naturii), care „imi cunostea bucuria/ Mai bine, invatate prieten, decat tine”. Se contopesc 
aici doua ipostaze ale naturii; pe de o parte, ea isi marturiseste tendinta de a „oferi iubire pentru 
iubire, fatisa, calda si adevarata”, ca o amanta generoasa; dar pe de alta parte, aceasta amanta 
da dovada de spirit selectiv, alegandu-si cu grija tinta afectiunii, astfel ca nu toti candidatii se 
bucura de aceleasi favoruri, resemnandu-se cu o interactiune frateasca. Este un alt mod de a 
masura in mod metaforic marinimia cu care natura isi inzestreaza supusii. 

She laughed the while, with an arch smile. 

And kissed him with a sister's kiss. 

And said—My best Diogenes, 

I love you well—but, if you please, 

Tempt not again my deepest bliss. 

"Tis you are cold—for I, not coy, 

Yield love for love, frank, warm, and true; 

And Burns, a Scottish peasant boy 

His errors prove it—knew my joy 
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More, learned friend, than you" 19 . 

Shelley - Peter Bell the Third 

5. Concluzii 

Dupa cum s-a putut observa din analizele versurilor citate mai sus, natura apare aproape 
intotdeauna reprezentata sub forma feminina. Dincolo de conditionarile propriei limbi asupra 
psihicului creator, trebuie avute in vedere si alte forte creatoare de arhetipuri. Printre acestea 
se numara echivalarea rolurilor si functiilor naturii cu rolurile de gen ale femeii. intr-o societate 
traditionala, grija, hrana, protectia, linistirea sunt intotdeauna percepute ca avandu-si sursa in 
etemul feminin. Tiparul occidental de intelegere a naturii drept un proces creativ, asemanator 
nasterii, isi are originea in ideile antice asociate cu relatia dintre un tata celest si mama-pamant. 
Majoritatea mitologiilor lumii echivaleaza principiul masculin cu extra-teluricul, pe cand cel 
feminin, care devine roditor numai in urma interventiei celui dintai, tine de terestru 20 . 

Cert este ca natura - de multe ori scrisa cu majuscula, asemenea numelor divine - a 
reprezentat din totdeauna si continua sa reprezinte o preocupare importanta pentru individul 
uman, indiferent de modalitatea de abordare. O analiza prin prisma genului imaginat poate 
conduce la o intelegere mai profunda a diversitatii culturale a conceptualizarilor metaforice in 
general, intelegere de natura a sprijini cercetatorii, criticii literari, dascalii si cititorii din diverse 
culturi spre a-si contura noi perspective de comunicare si comprehensiune culturala, folosind 
poezia drept mijloc de inter- si auto-cunoastere. 
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Abstract: The compositional structure of fairy tales is organized according to certain rules. The 
introductory, median, and closing formulas are characteristic of fairy tales, and their presence in the 
narrative discource concerns the relation created between narrator, receiver, and their attitude towards 
the significance of the conveyed message. The fairy tale transposes readers into a fabulous world by 
means of introductory formulas, and by using closing formulas it brings them back into the real world. 
Introductory and closing formulas include both affirmative and negative elements which demonstrate 
a differentiated attitude towards the nature of facts comprised in fairy tales. The more varied is the 
combination of affirmative and negative elements, the more expressive the formula is. Introductory and 
closing formlucis are characterised by a witty, ironic, or parodic tone. 

Keywords: introductory formulas, closing formulas, stereotypes, time, space. 


Trasatura caracteristica tuturor basmelor o constituie organizarea structurii dupa 
anumite reguli stricte. Existcnta formulelor introductive, mediane si finale sunt caracteristice 
basmelor, iar prezenta acestor fonnule traditionale in discursul narativ vizeaza relatia care se 
creeaza intre narator si receptor si atitudinea lor fata de semnificatia mesajului transmis. 
Structura poetica a basmului este alcatuita din fonnule de inceput si incheiere, uneori si 
mediane, din episoade sablon care se pot combina in multe feluri. 1 Basmul il transpune pe 
cititor intr-o lume fabuloasa cu ajutorul fonnulei de inceput, iar cu formula de incheiere il 
readuce in lumea reala. Aceste fonnule (inifiale, mediane, finale) difera intr-o anumita masura, 
de la povestitor la povestitor. Fonnula de inceput stabileste contactul cu auditorul, precizand 
natura comunicarii, formula de sfarsit restabileste situatia normala, ii scoate pe cititori din 
„vraja fabulosului”; formulele mediane au rolul de a concentra atentia cititorului asupra unor 


1 Al. Rosetti (coord.), Istoria literaturii romdne, vol. I, Folclorul. Literatura romdnd inperioada feudald, Editura 
Academiei, Bucuresti, 1964, p.87. 
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secvente mai importante ale mesajului. 2 Totu§i, a§a cum spunea §i G. Calinescu, naratorul 
recurge la „situatii-sablon” 3 care sunt respectate mai mult sau mai pu(in de catre povestitori. In 
cercetarea formulelor basmului, Nicolae Rosianu va avea in vedere doua tipuri de influence, 
una directa, in care si-a pus amprenta stilul povestitorilor populari, iar cealalta indirecta, 
marcata de culegatorii populari, din diferite tari. 4 

1.1 FORMULE INITIALE 

Cele doua tipuri de formule initiale pe care le analizeaza Nicolae Rosianu sunt: a) 
formule de timp („ temporale ”) si b) formule de spatiu („ topografice ”). 

a) Formule de timp („ temporale ”) 

Cea mai cunoscuta formula initiala a basmului romanesc este „A fost (era) odata...” 
Aceasta formula constata existenta unor personaje pe care le plaseaza intr-un timp neprecizat. 
Prin adaugarea elementului „ca niciodata” ,va lua nastere o alta formula initiala, care va 
schimba structura si sensul primului component. Astfel, verbul a fi, cu intelesul de a trai, a 
vietui, va avea sensul de a se petrece, a se intampla, a avea loc. Noua formula este de sine 
statatoare, ea nu se refera la personajele basmului, ci plaseaza in timp actiunea: „A fost odata 
ca niciodata. A fost (odata) un...” Basmul romanesc nu cunoaste negatia directa („a fost ce n-a 
fost”, „a fost, n-a fost”), ci doar negatia indirecta, metaforica. 5 Un alt tip de formula initiala, 
prin introducerea unui nou element, va sublinia veridicitatea celor ce vor fi povestite: „ A fost 
odata ca niciodata, daca n-ar fi (fost), nu s-ar (mai) povesti. A fost (odata) un...” Noua formula 
initiala este complexa si afirmativa. Analizand fonnulele initiale de mai sus se constata 
existenta a cinci elemente: 

1 .Existenta eroului (eroilor); 2. Existenta faptului ce urmeaza a fi reluat; 3. Plasarea 
in timp a actiunii ( a eroilor); 4. Caracterul exceptional, unic al actiunii; 5. Caracterul 
„veridic” al actiunii. Toate aceste elemente pastreaza caracterul afirmativ al fonnulei, din care 
lipseste indoiala si negatia si face posibila folosirea lor si in basmele nuvelistice. Cea mai 


2 Cf. Mihai Pop, Pavel Ruxandoiu, Folclor literar romanesc , Editura Didactica si Pedagogica, Bucuresti, 1990, 
p.78. 

3 George Calinescu, Estetica basmului, Editura pentru Literatura, Bucuresti, 1965, p. 7. 

4 Cf. Nicolae Rosianu, Stereotipia basmului, Editura Univers, Bucuresti, 1973, p.17. 

5 Cf. Nicolae Rosianu, op.cit., p.23. 


1240 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


frecventa formula initiala folosita in basmul nuvelistic este E 1 T 1 , marcand existenta eroului si 
a timpului nedcfinit. 6 7 8 

B. P. Hasdeu considera ca fonnula „A fost odata ca niciodata, ca de n-ar fi nu s-ar 
povesti...” este un inceput obisnuit al basmelor romanesti si noteaza cateva formule initiale, 
mai complexe, vesificate sau nu: „A fost odata ca niciodata, / pe cand era lupul catel / si leul 
se facuse miel / de se jucau copiii cu el.” „A fost odata ca niciodata / cand se coceau ouale in 
gheata / si noaptea se facea de dimineata.”(I. C. Fundescu), „A fost odata ca niciodata, ca de n- 
ar fi nu s-ar mai povesti; de cand facea plopsorul pere si rachita micsunele; de cand se bateau 
ursii in coada; de cand se luau de gat lupii cu mieii de se sarutau infratindu-se; de cand se 
potcovea puricele la un picior cu nouazeci si noua de oca de fer si s-arunca in slava cerului de 
ne aducea povesti, de cand se scria musca pe parete, mai mincinos cine nu crede” (P. Ispirescu) 

7 

Lazar Saineanu, in lucrarea sa despre basmele romanesti, reproduce o serie de formule 
introductive, mai dezvoltate, intalnite in culegerile lui P. Ispirescu si I. C. Fundescu, Stancescu, 
Popescu, Pop- Reteganul, Sbiera: „A fost odata ca niciodata, cand era cerul aproape de pamant, 
incat oamenii cei mai inalti atingeau cu mana de el; daca n-ar fi fost, nu s-ar povesti.” „A fost 
odata ca niciodata, daca n-ar fi nici ca s-ar povesti, cand pestii cei mici inghiteau pe cei mari si 
lumea le zicea talhari.”„A fost odata ca niciodata si de vreti a sti ce a fost odata si alta data n-a 
mai fost, ascultati pana oi sfarsi, c-acu abia incepui.”„A fost odata...e mult d-atunci si de m-ati 
apuca de scurt, nici n-as sti cand.”„A fost cica, mare, odata, da demult de tot, cand avea ursul 
coada si dadea salcia roada...”, „A fost odata ca niciodata, cand n-ar fi nu s-ar povesti; ca un 
cuvant de poveste, basm de aci-nainte se gateste ; pe cand se potcovea puricele la un picior cu 
noua oca de fier si tot ii ramanea calcaiul gol si zicea: aoleo si vai de mine, ca nu sunt potcovit 
bine!”, „A fost odata ca niciodata, cand n-ar fi nu s-ar povesti, dar fiindca este, de aceea se 
povesteste”, „ A fost si s-a intamplat ast basm infocat si foarte adevarat, pre cand erau mustele 
cat galustele, de le prideau vanatorii cu pustele, pre cand pestii cei mici inghiteau pre cei mari, 
iar lumea le zicea talhari; cand se potcoveau puricii cu nouazeci si noua oca de fier la un picior 
si asa la cer zbura si pre sfinti ii chisca.” 5 


6 Ibidem , pp. 24-25. 

7 B. P. Hasdeu, Etymologycum Magnum Romaniae (pagini alese) vol II, Editura Minerva, Bucuresti ,1970, p. 
374. 

8 Lazar Saineanu, Basmele romdne In comparatiune cu legendele antice clasice §i in legaturd cu basmele 
popoarelor invecinate $i ale tuturor popoarelor romanice, Editura Minerva, Bucuresti, 1978, pp. 144-146. 


1241 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Formulele initiale sunt intr-o continua transformare, putand primi o configurare literara: 
„Cica a fost odata, ca niciodata/ ca de n-ar fi /nu s-ar povesti;/ ca eu nu-s de cand ferestrile,/ ci 
eu is de cand povestile.” In alte basme, fonnula poate avea un contur poetic si pastreaza cateva 
elemente-cheie: „Odata, pe vremea de demult,/ cand mancau soarecii pe pisici/ si erau mai 
inalti ai pitici/ adica asa vine vorba, dar eu spui/ adevarat, s-a intamplat...” Aceste elemente 
formale au functia de a imprima povestirii, inca de la inceput, un nonsens si introduc 
povestitorul mtr-o „arta specified. ” Povestitorul se va angaja intr-un lung monolog, in care va 
manifesta o subiectivitate evidenta. Aceasta modalitatea de exprimare se incadreaza in stilul 
expresiv. Expunerea expresiva este specified basmelor narate liniar, cu un subiect fara multe 
personaje si fara complexitate narativa. 9 

in Stereotipia basmului, Nicolae Rosianu prezinta alte tipuri de fonnule initiale care iau 
nastere prin aparitia elementului negativ. Lista confine 35 de variante, din care notam cateva: 
„Cand se potcovea puricele cu 99 de oca de fier”, „Cand se incaltau puricii cu gaoci de nuca”, 
„Cand mancau soarecii pe pisici”, „Cand se coceau ouale in gheata”, „Cand noaptea (sara) se 
facea de dimineata”, „Cand traiau pestii pe uscat”, „Cand facea plopul pere si rachita 
micsunele”, „Cand (se) scria musca pe perete ”, „Cand avea ursul coadd”, „Cand se luau de gat 
lupii cu mieii”, „Cand se bateau muntii in capete”, „Cand cerul era aproape de pamant”, „Cand 
umbla Dumnezeu si Sfantul Petru pe pamant”, Cand raurile erau de lapte si malurile de 
mamaliga”, Cand se coceau merele pe toate gardurile”. Aceste variante „neaga veridicitatea 
intamplarii ce urmeaza a fi povestita, iar „detenninarile temporale” au unul si acelasi sens: 
niciodata. ” 10 „Formulele imposibilului”, asa cum au fost numite de N. Rosianu, exprima ideea 
de „a fi ” sau „a nu fi ” in spatiu si timp. Functia formulei imposibilului consta in negarea 
veridicitatii povestirii, parodiind „minunile” ce se petrec in basmul fantastic, ele fiind acceptate 
ca simple scorniri. in basm, elementul neverosimil ( imposibil ) este nu doar absurd, dar si 
comic. Formulele initiale negative, prin tonul lor ironic, neaga veridicitatea intamplarilor din 
basm, dar nu desfiinteaza basmul. Astfel, „basmul fantastic este fictiune, dar asta nu-1 
impiedica sa exprime intr-o forma metaforica anumite idealuri de viata, sa creeze o lume ideala 
in care totul este posibil.” * 11 

b) Formule de spatiu (,, topografice ”) 


9 Cf. Gheorghe Vrabie, Proza populat’d romaneasca, Editura Albatros, Bucuresti, 1986, pp. 218-222. 

10 Cf. Nicolae Rosianu, op.cit., p.26. 

11 Nicolae Rosianu, Eseuri despre folclor, Editura Univers, Bucuresti, 1981, p.146. 
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in basmul romanesc formula topografica este destul de rara. Exista, totusi cateva fomule 
initiale in care elementul de spatiu exista: „A fost odata intr-o pustie mare un 
pustnic”(Fundescu), „A fost odata in lumea mare doi frati.” „A fost odata, de mult, de mult, 
spre soare-apune, un...” (Radulescu-Codin), „Departe, departe, intr-o tara dinspre rasarit era o 
femeie...” (Radulescu-Codin), „Fost-a odata ca niciodata, intr-o tara bogata de la... Pe atunci 
era un...”(Furtuna) Exemplele de mai sus nu constituie fonnule pur topografice, elementul de 
spatiu alaturat formulei initiale temporale, da nastere unei formule „mixte.” 12 in basmul 
romanesc pe primul loc, se afla formula temporala (complexa), elementul topograde trece in 
plan secundar sau este exclus. 

in urma cercetarilor fonnulelor initiale in basmele romanesti, concluziile sunt 
urmatoarele: 

l.Cea mai raspandita formula initiala in basmul romanesc este formula temporala; 
formula „topografica” e o exceptie. 2. Formulele initiale afirmative sunt universale, Find 
prezente in toate tipurile de basm. in basmul nuvelistic se foloseste formula simpla E 1 T 1 3. 
Basmul nuvelistic cunoaste numai formula afirmativa. 4. Formulele negative sunt caracteristice 
pentru basmele fantastice, ele nu se intalnesc in celelalte tipuri de basme. 5. Elementele stabile 
ale formulei initiale sunt: E 1 - existenta eroului (eroilor ) , E 2 - existenta faptului ce urmeaza a 
fi relatat, T 1 - limp nedefinit, T 2 - caracterul exceptional, unic al mtamplarilor din basm , V - 
caracterul veridic al naratiunii, V - descrierea unor vremuri neverosimile. 6. Formulele initiale 
in structura carora intra elementul V si formulele in care apare gluma, ironia sunt mai recente, 
comparativ cu formulele afirmative. 7. Principala functie a formulei initiale in basmul fantastic 
este de a crea o atmosfera prielnica pentru receptarea relatarii mtamplarilor din basm. 8. 
Formulele initiale in basmul nuvelistic indeplinesc un rol compozitional, numesc eroii si ii 
plaseaza in timp. 9. Formulele initiale reflecta pozitia naratorilor fata de gradul de 
verosimilitate pe care il aveau faptele petrecute in basm. 10. Trasatura specified a formulei 
initiale romanesti o constituie posibilitatea larga de alcatuire a unor formule noi. 13 


12 Cf. Nicolae Rosianu, Stereotipia basmului , ed.cit., p.35. 

13 Ibidem , pp.57-59. 
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1.2. FORMULE FINALE 

Formula de sfarsit ll readuce pe ascultator din lumea fabuloasa, in lumea reala, 
restabileste situatia normala, iar ascultatorii, scosi din vraja fabulosului, pot recepta mesaje 
obisnuite. 14 Formulele finale sunt mult mai bogate si mai variate spre deosebire de cele initiale. 
Acest lucru este datorat necesitatii exprimarii unei concluzii, a unei atitudini. Formula finala 
are uneori doua parti: una, in proza, prin care se arata participarea eroului la nunta, sau soarta 
acestuia, cealalta, in versuri, prin care se anunta sfarsitul basmului. De multe ori, povestitorul 
pretinde a fi luat parte la nunta eroilor: „si-a format nunta cu ia nnainte, incat am baut si-am 
mancat, si-am petrecut, da sunt satul si astazi!” 15 sau „Eram si eu p-acolo. Si fiindca am 
dobandit si eu un os de ros, mi-am pus in gand sa va povestesc, boieri dv., lucruri care, de s-ar 
crede, m-ar da de minciuna; si incalecai pe-o sea si va spusei povestea asa.” Formula variaza, 
dar ideea ramane aceeasi: „Trecui si eu pe acolo si statui de ma veselii la nunta, de unde luai o 
bucata de batoc/ Si-un picior de iepure schiop”; „Si m-am suit pe-o sea/ Si am spus-o asa; M- 
am suit pe-o roata/ Si am spus-o toata.” 16 ; „Eram si eu acolo. Ba inca am jucat si o hora de-ale 
mari...”(Fundescu); „Ba m-am dus si eu la nunta..., ce era sa fac?Am baut si am mancat cat un 
sat.”(Radulescu-Codin); „Da eu i-am lasat pe dansii acolo band si petrecand s-am venit si v- 
am spus povestea.”(Vasiliu) in aceste formule se identified patru elemente, fiecare avand o 
anumita functie: l.Prezenta povestitorului la ospatul imparatesc; 2.Actiunile povestitorului; 
3.Deplasarea povestitorului de la locul actiunii la ascultatori; 4.Scopul deplasarii - 
comunicarea basmului. Povestitorul vrea sa convinga ascultatorii de adevarul intamplarilor 
relatate. 17 Intrarea povestitorului in spatiul propriei naratiuni duce la o confuzie intre planurile 
existentiale, e de parere Viorica Niscov. Ludicul triumfa aspra gravului, iar lumea evocata este 
dominata din interior. 18 

Formulele finale din basmele romanesti sunt foarte numeroase, sustine Lazar Saineanu. 
Dintre cele mai interesante formule finale notate de folclorist din culegerile lui Ispirescu, 
Sbiera, Fundescu, Pop-Reteganul, Creanga, amintim cateva: „Eram si eu p-acolo si cascam 
gura pe dinafara pe la toate serbarile, caci nici pomeneala nu era sa iiu si eu poftit, si apoi se 

14 Cf. Pavel Ruxandoiu, Folclorul literar in contextul culturii populare romanesti, Editura „Grai si suflet”- 
Cultura nationala, Bucuresti, 2001, p. 133. 

15 Cf. Ovidiu Birlea, Antologie deprozd populara epied, Editura pentru Literatura, Bucuresti, 1966, p.79. 

16 Cf. Gheorghe Vrabie,p. 231. 

17 Cf. Nicolae Rosianu, Stereotipia basmului, ed.cit., p. 61. 

18 Cf. Viorica Niscov, A fast de unde n-a fast. Basmul popular romanesc, Editura Humanitas, Bucuresti, 1996, 
p.83. 
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stie ca nepoftitul scaun n-are”; „Eram si eu p-acolo, si la masa imparateasca: Caram mereu la 
vatra lemne cu frigarea,/ Duceam eu la masa glume cu caldarea, pentru care capatai: „Un 
napastroc de ciorba/ S-o sinta de cociorba/ Pentru cei ce-s lunga-vorba”; „Si incalecai p-o sea 
si v-o spusei d-voastra asa./ Si mai incalecai p-o lingura scurta, s-o dai pe la nasul cui n- 
asculta”; „Si incalecai p-o sea si sfarsii povestea, ca doar n-ati fi gandit ca-i minciuna, ca eu 
nu-s de cand cu minciunile, ci-s de cand cu minunile”; „Eu inca am fost pe acolo si-am vazzut, 
caci de n-as fi vazut n-as sti povesti: „Cand de-acolo am plecat,/ Pre un cal am calecat,/ Si 
povestea o-am gatat,/ Caci acolo o-am uitat”; „Eu ma suii pe-un cui si pana-n alt rand nu v-o 
mai spui; ma suii pe-o custura ruginoasa si poate povestea fix cam mincinoasa”; „Cine o stie 
mai departe, eu nu-1 opresc, spuna-o, ca eu atata o-am auzit cata v-am spus-o”; „Si eram si eu 
acolo de fata, si indata dupa aceea am incalecat iute pe o sea si am venit de v-am spus povestea 
asa; si am mai incalecat pe o roata si v-am spus jitia toata; si unde n-am mai incalecat si pe o 
capsuna si v-am spus, oameni buni, o mare si gogonata minciuna. 

B. P. Hasdeu considera fonnula finala si cea initiala, parte a celor doua capete ale 
visului: adormirea si desteptarea. Daca fonnula initiala e o „gramadire de imagini 
disparate...prin care se caracterizeaza inceputul adormirii”, formula finala are un ton de 
indoiala, de neincredere, de nesiguranta. Sfarsitul basmului reprezinta iesirea in „realitatea 
vegherii”, iar lumea basmului nu se mai potriveste cu realitatea, tranzitia de la o stare la alta se 
face printr-o pacaleala, printr-o gluma. 19 Aflam si de la Hasdeu numeroase fonnule finale: 
„incalecai p-un maracine,/ Sa m-asculte orisicine.”(Ciobanasul cel istet); „Am fost si eu acolo 
si am vazut toate chefurile, caci de n-as fi fost, de unde as fi stiut eu sa va povestesc: O lingura 
scurta,/ Pe nasul cui n-asculta”(Poveste taraneasca); „Incalecai pe un lemn/ La bine sa va 
indemn,/ incalecai pe un cocos/ Sa va spui la mos pe gros.”(Tugulea); „M-am suit pe o prajina/ 
Si v-am spus chiar o minciuna!/ S-am incalecat pe-o sea/ Si v-am spus-o toat-asa! Platiti-mi- 
o!/ - Sa ti-o plateasca Dumnezeu/ Din prea mare darul sau!”(Talharul cel vestit); „Iar eu ma 
suii pe o sea/ Si o spusei asa,/ Seaua a fost cam ruginoasa Si povestea mincinoasa!”(Craiasa 
zanelor) 20 

Cea mai obisnuita formula de final de basm este: „iar eu incalecai p-o sa si va spusei 
povestea (dumneavoastra) asa.” (Fundescu, Pop-Reteganul,Sbiera, Ispirescu). B. P. Hasdeu 
incearca sa explice fonnula apeland la italiana veche, in Decameronul lui Boccaccio, expresia 


19 Cf. B. P. Hasdeu, op.cit., p.380. 
20 Ibidem, pp.381-383. 
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„novella a cavallo”, „povestire d-a-ncalarele” denumea basmul. Prin urmare, expresia 
„incalecai pe-o sa” trebuie considerate o mostenire latina, „care trebuie sa se urce la epoca 
romana.” Sensul expresiei, autorul o explica etimologic: in latina „inequito” (incalec), construit 
cu dativul, inseamna a rade de cineva, a-1 lua peste picior. Astfel, formula finala romaneasca 
s-ar putea traduce latineste prin: „inequitavi et sic vobis narravi” („incalecai pe-o sa si v-o 
spusei asa”). Expresia noastra, concluzioneaza Hasdeu, este sinonima cu „am glumit sau am 
mintit”, o veche mostenire latina. 21 

Nicolae Rosianu e de parere ca explicable privind aparitia formulei respective nu ar 
trebui cautate atat de departe, ci in interiorul basmului romanesc. Formula are sens numai daca 
se incadreaza in sistemul celorlalte fonnule finale romanesti. Nu e nevoie, sustine cercetatorul, 
sa apelam la limba latina pentru a demonsta sinonimia dintre „incalecai pe-o sa” si „v-am 
mintit”. Aceasta nu se datoreaza latinescului inequito, sensul respectiv („am glumit”, „am spus 
o minciuna”) este dat de elementul P, adica de prezenta povestitorului la ospatul din poveste. 
Povestitorii si ascultatorii presupun existenta calului atunci cand folosesc expresia „incalecai 
pe-o sa” si nu se gandesc la sa ca atare. Asadar, sustine Rosianu, formula finala „Iar eu incalecai 
pe-o sa si va spusei povestea asa” a aparut pe baza unor modele, de la care a pastrat sensul, 
simplificandu-1 si concentrandu-1. 22 

Referindu-se la aceeasi formula finala, Viorica Niscov afirma ca invocarea „seii” si a 
„calului” e ambigua. Auditoriul constata foarte bine ca povestitorul nici nu a venit si nici nu 
este „calare”, pe „cal” sau pe „o sa”. In trecutul apropiat, cuvintele „sa” sau „cal” erau legate 
de familia lexicala a verbului „a insela” (lat. in-sellare), cu sensul metaforic de „a amagi.” 
Extensia de sens, explica V. Niscov, se realizeaza prin faptul ca pentru „a incinge in sa un cal 
nedeprins era nevoie de felurite trucuri (diversiuni, pacaleli) spre a distrage atentia animalului.” 
Astfel, povestitorii recurg la astfel de „incalecari” fanteziste, cu sensuri hilare („incalecai pe-o 
capsuna”, „pe o viespe”, „pe o radacina ”, „pe un maracine”), mentinandu-se intentia de la 
inceput de insinuare a sensului de pacaleala. 23 

Dupa modelul fonnulei finale analizate, au aparut o varietate de fonnule, saua fund 
inlocuita cu o fiinta sau un lucru. Elementul D (deplasarea) depaseste limita verosimilului, 
„mijloacele de deplasare” sunt nelimitate, depinzand in exclusivitate de fantezia si talentul 
povestitorului : „Iar eu incalecai pe o viespe / Si va spusei asta poveste” (Stancescu); „M-am 


21 Ibidem , pp. 388-389. 

22 Cf. Nicolae Rosianu, Stereotipia basmului,e d.cit., pp. 64-66. 

23 Cf. Viorica Niscov, op.cit., p.82. 


1246 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


suit pe-un pai de secara! Si v-am spus o poveste in ia(stS) sarS”( Vasiliu); „Si m-am suit pe-o 
roatal Si v-am spus-o toatS”( Vasiliu, Ispirescu); „Iar eu venii cSlare p-un cocos J Ca sS nu viu 
pe jos,/ Si vS spusei astS poveste/ Care-a fost si nu mai este”(StSncescu); „ Si incSlecai p-un 
maracinel Sa m-asculte orisicine”; „S-apoi incalecai pe-o coasat Si va spusei o poveste 
frumoasS.’’(Ispirescu) 

In basmul romanesc se mai intalneste si formula - cerere, care este prezentS sub diferite 
forme. AscultStorii sunt rugati sS-1 recompenseze pe povestitor pentru basmul relatat: „Apoi i- 
am ISsat pe dansii band si petrecand si-am venit la dumneavoastrS, calare p-o roatS si v-am 
spus-o toatS. PIStiti-mi-o” (Vasiliu, Sbiera); „ Iar eu, isprSvind povestea, incalecai p-o sa si va 
spusei dv. asa; incalecai p-un fus, sa fie de minciunS cui a spus; incalecai p-o lingurS scurtS, sa 
nu mai astepte nimic de la mine cine-ascultS, iar descSlecand de dupS sa, astept un bacsis de la 
cine mi-o da.”(StSncescu). Dupa fonnula - cerere urmeazS replica ascultatorilor: „Sa ti-o 
rasplateasca Dumnezeu, eu bine, eu pace si eu sanatate” (Sbiera); „Bogdaproste, Dumnezeu ti- 
o plateasca” (Vasiliu); 24 Un alt tip de fonnula finala, mai rara, este aceea in care povestitorul 
ii asigura pe ascultatori de adevarul celor relatate, afirmand ca eroii mai sunt in viata, fiind 
contemporani eu ascultatorii: „Au trait fericiti si traiesc si acum.” (Fundescu) 

Concluziile legate de fonnulele finale sunt urmatoarele: 1. Fonnula finala care se refera 
la prezenta povestitorului la nunta eroilor are in basmul romanesc cea mai mare frecventa. 
Aceasta formula are sase elemente: prezenta povestitorului la ospatul imparatesc, actiunile 
povestitorului, deplasarea povestitorului de la locul actiunii la ascultatori, scopul deplasarii, 
povestitorul primeste daruri, povestitorul pierde darurile primite, povestitorul cere sa fie 
rasplatit. 2. Majoritatea formulelor finale din basmele romanesti contin negarea veridicitatii 
intamplarilor. 3. Functia principals a fonnulelor finale consta in transpunerea ascultatorilor in 
lumea reala, prin ironie, gluma, parodie, destrama lumea de basm. 25 

Destinele fonnulelor traditionale sunt urmarite de Nicolae Rosianu si in repertoriul 
povestitorilor contemporani. Aici se mentin toate tipurile de formule, dar se reduce numarul 
variantelor. Se mentine folosirea diferentiata a formulelor afirmative si negative. Se observa 
tendinta de simplificare a formulelor traditionale, iar in numeroase basme lipsesc formulele 
initiale si finale. Se pastreaza formulele in versuri, insa rima incepe sa dispara. Dispar anumite 
componente ale unor formule, fiind inlocuite eu improvizatii. Se intensifies procesul de 


24 Cf. Nicolae Rosianu, op.cit., pp. 66-83. 

25 Ibidem , pp. 93-97. 
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intrepatrundere a elementelor diferitelor tipuri de formule. Basmele contemporane au o 
circulate foarte redusa, iar intervalele la care se reia un basm sunt foarte man (trei ani, zece 
ani, cinsprezece ani). Procesul de modemizare a basmului se extinde si asupra unor formule 
cum ar fi: „muntii se bat in capete”, „stau pe loc doo minute ”, „basmele sunt aduse intr-un sac 
tocmai de la Bucuresti.” Unii imparati apeleaza la cuceririle stiintei, telegrafiindu-si sau 
vorbind la telefon. Numarul de fonnule folosite de catre un povestitor este destul de sarac; 
fiecare povestitor cunoaste, de regula, doua sau trei tipuri de fonnule pe care le repeta. 26 

Cele mai importante aspecte intalnite in cadrul fonnulelor traditionale din basmul 
romanesc consemneaza prezenta in cadrul formulelor initiale si finale a elementelor afirmative 
si negative si demonstreaza existenta unei atitudini diferentiate fata de natura faptelor cuprinse 
in basme. Cu cat combinarea elementelor afirmative si negative este mai variata, cu atat 
formula devine mai expresiva. Basmele nuvelistice nu cunosc formula negativa, in schimb 
formula afirmativa este universala. Acestea sunt de fapt concretizari foarte apropiate ale 
acelorasi elemente. Formulele intiale si finale se caracterizeaza prin tonul glumet, ironic, 
parodic. Exista insa o diferenta intre tonul fonnulelor traditionale si tonul naratiunii propriu- 
zise. in timpul naratiunii propriu-zise, povestitorul paraseste ironia, gluma si relateaza faptele 
pe un ton serios, pana la sfarsitul basmului. Imposibilul redat prin elementele negative ale 
formulei initiale sau finale se transforma in comic. 21 insa, imposibilul din basmul propriu-zis 
nu urmeaza aceasta cale. Afirmatiile si negatiile din formula initiala cu tonul lor de gluma, 
urmaresc crearea unei bune dispozitii, propice pentru comunicarea si receptarea basmului. 
Formula finala destrama universul miraculos al basmului, readucandu-1 pe ascultator in lumea 
reala, iar contrasted dintre cele doua universuri nu-i impiedica pe ascultatori sa simta satisfactie 
pentru „triumful binelui asupra raului”. 
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Abstract: While talking about a novel that deserves to be qualified as unique, both in terms of 
composition and addressed subjects, the present study narrows its perspective and directs it towards a 
less explored area, the communication with the transcendence, cleverly evoked by a permanent and 
diversified reference to woman. 

Placing the feminine image in the center, from the very beginning of the writing, translates the 
narrator's interest for a topic that potentially appeals to a wider and wider range of exponents. And if 
the other books, reduced to similar aspects (age, social or moral condition), women do not allow, except 
for a small area, a visible sign of equivalence, here, paradoxically, the very diversification asks for 
unification: individual and unique by their language, origin, appearance, behavior, they would appear 
as opposite contraries. But this is only at the first glance. Studying them thoroughly, with a tendency to 
detail and consistent with the rest of the narration, we will discover that they reveal, as daughters of 
Eve, a perfect junction. More than that, they denote a unifying principle of the writing itself. 

In terms of evidence, there is already a very complex universe of discourse, articulated on - and fed by 
- biographical data, idiosyncratic and somewhat autarchic, with a generative core that expands its 
branches in all the writings. The Calidor is replaced here by Ldteyti, as an acknowledged point of 
existential experience, built on the dialectic of reason (Vernunft) and domination (Herrschaft), and 
perhaps as a foundation that will raise the pillars of the later Calidor, (on the timeline of the human 
destiny, and his books), crashing in a series of unmanageable particularities. 

On the other hand, the unifying principle of feminine diversity has a dual role: not only to identify 
certain features of the narrated protagonists but, with their help, to reconstruct a time and especially 
an era. 

Keywords: Paul Goma, Adameva, Feminine eternity, genealogical temptation, existential experience. 

Fara a constitui prima incercare de a patrunde in spapul cotnunicarii cu transcendent, 
semnificative fiind romanele ciclului autobiografic, Adameva continua, intr-o oarecare tnasura, 
acest tronson, imbogapndu-1 printr-o pennanenta §i diversificata raportare la femeie. §i daca 
in scrierile anterioare parcursul se lasa observat, respectand cronologia, din perspectiva unei 
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singure varste, aceea corespunzatoare timpului §i spapului narate, de exemplu de la cinci la 
noua ani, incluzand preadolescen(a, in romanele Din Calidor §i Arta Refugii, urmate de 
adolescent si de varsta adulta tanara in Astra, Sabina si Roman intim, de data aceasta, 
comasand evenimentele cruciale ale intregii vie|i Paul Goma se raporteaza, implicit, si la toate 
etapele de varsta. Carora le gase§te corespondent in cate o fata/femeie sau mai multe, in 
concordanta evenimentelor §i a trenului din care nareaza. 

Avand nostalgia paradisului pierdut, in cautarea varstei de aur, autorul realizeaza o 
incursiune in miezul corporal al feminita(ii. Astfel, cu eforturi constante, de salahor, el scoate 
cartea din tensiune si li da un caracter poematic. 

Si pentru ca fiecarei varste ii corespunde si o anumita atitudine, de o larga paleta 
emo(ional-afectiva, de la exuberanta tinere(ii pana la melancolia senechfiii, Adameva le 
valorifica, in mare masura, pe liccarc, cu diferen(a ca nu le abordeaza in mod diacronic. Sau 
nu intotdeauna. De altfel, asumarea varstei de la care noteaza §i influenza jurnalului nici nu i- 
ar permite acest lucru. §i totu§i, autorul face, in mod constant, ceea ce nu este permis. §i nu 
oricum, ci in deplina cuno§tin|a de cauza. Cu un stil deja bine format, el privilegiaza directctca 
mesajului, intr-o scriitura degajata §i libera, prin apelul la resurse memorialistice, in detrimentul 
artificiilor stilistice de altadata. Rezulta o scriitura sensibil individualizata, marcata de 
personalitatea celui care relateaza. Mai mult, si mai vizibil in cartilc universului carceral, 
naratorul refuza alianta prczumtioasa a libertafii si a virtu^ii. Caci libertatea, ca vis al 
pu^cariasului (intemnitat sau al lumii devenite, intre timp, penitenciar) nu suporta limite. In 
numele acestei libertafi el sparge vechile delimitari impuse de genurile standard si se 
proiecteaza intr-o arhitectura care nu se preteaza caracterizarilor definitive: marile personalital,i 
creatoare, geniile, sunt polivalente, ele nu pot fi ingradite in limitele inguste, pentru ei, ale unui 
singur curent, a§a cum remarca Silvian Iosifescu (Iosifescu 1963: 158). intr-un alt sens si intr- 
o alta interpretare, si anume aceea sugerata de Ashraf Ghani, genurile sunt definite prin 
modurile caracteristice in care constrang limbajul, creand forme specifice de inchidere pentru 
cititor. Orice activitate care schimba genul unui subiect contesta de asemenea forma de 
inchidere tipica pentru acel subiect; ea permite prin urmare rezisten|a, deschide noi posibilitafi 
care fusesera blocate (Ashraf Ghani apud Verdery 1994: 295). 

In fond, eliberata de chingile oricarei structuri, deschisa catre depasirca tuturor 
convcnpilor §i catre malaxarea (tuturor) retoricilor, vorbim de o opera care neglijeaza (in sensul 
de a o transforma intr-o figura definitive si memorabila) instaurafia formala, vazuta mai 
degraba pe cale de a se face, ca o activitate continua, si nu ca o materie inchisa in limitele unui 
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obiect, a§a cum teoretizeaza memorabil Georges Poulet: „0rice opera nu e numai rezultatul 
formal al unei activitap mentale, ea este activitatea insasi; ea nu e floare ori fruct. E insasi 
creatura mirosind floarea si gustand fructul!” (Poulet 1987: XXX). 

Asadar, fara a incerca sa impuna forma unei valori ce alearga intr-o devenire perpetua, 
ci inregistrand chiar aceasta devenire Paul Goma propune, pe urmele unei transcendence vii, o 
lume imaginara, creata prin corectarea originalului. Nevoia de a face literatura din firele 
existen|elor observate §i observabile, tcndinta de a le romanta, avand mereu in fata propriul 
exemplu, transforma insasi via(a sa intr-o opera de arta. Departe de a consimp total la real, dar 
si departe de a se izola de el in mod absolut, autorul utilizeaza, in consensul marilor creatori, 
realul si numai realul, cu caldura si sangele sau, cu patimile si strigatele sale. Numai ea ii 
adauga ceva care il transfigureaza (Camus 2011: 504-505). 

Exemplare sunt, sub acest aspect, fetele si femeile de la Late§ti. Copiind principiul 
naratorial, si ele sunt descrise la diferite varste, dinspre exterior spre interior, printr-o apropiere 
graduala, cu digresiuni §i reveniri, si printr-o mi scare circulara de la particular la general. 
Plasarea chipului feminin in centru, chiar de la inceputul scrierii, traduce interesul scriptorului 
pentru un subiect pe care care il poten(eaza treptat, prin apelul la un cere tot mai larg de 
exponente. Pe post de observator si derivand dintr-o dorin(a de cunoa§tere totala, naratorul 
toama in litere pana la a-si insu§i psihologia fiziologiei femeii, printr-o mi scare de transpunere 
sau de identificare, in deplina concordanta cu scrierile anterioare. Si daca in celelalte carp, 
reduse la aspecte similare (varsta, conditic sociala sau morala) femeile nu permit, decat pe o 
arie restransa, un semn vizibil al echivalarii, aici, paradoxal, tocmai diversificarea reclama 
unificare: individuale §i unice prin limbaj, origine, infa(i§are, comportament, ele ar parea, la o 
adica, contrariul contrariilor. Dar numai la o prima vedere. Studiate insa amanunpt, cu aplecare 
asupra detaliilor §i in concordant cu restul nara(iunii releva, ea dice ale Evei, o jonctiunc 
dcsavarsita. 

Fara indoiala, s-ar putea face, la o analiza de ansamblu, o clasificare generala a celor 
catorva tipuri de femei: este vorba, mai intai, despre universul de la Latcsti, unde descoperim 
femei care reprezinta sistemul (Sica), sau victime ale sistemului care fie ea sunt admirate 
(ingerica, Necunoscuta, Grapcla, fata insarcinata), fie compatimite si apreciate (Matu§a 
Nastasia, femeia paralizata, Doamna Costea, Lala). 

Exista, mai apoi, la un alt nivel §i intr-un alt univers, femei care sunt vazute sau 
poetizate prin corelare: este cazul copilei din trenul din refugiul basarabean sau fetele din trenul 
francez, corelate cu cele din trenul romanesc din 1977 mergand spre Constanta (Profila, 


1252 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


vibrionanta, fata de sub oglinda, fata din stanga ei). Fete care sunt, la randul lor, puse in 
corela(ie cu cele de la Late§ti sau de la Gherla (Ibolya, Gabriela de la Gherla...). De§i mai exista 
femei care apart in momentului scriiturii §i altele care nu s-ar include in nicio categorie, aceasta 
clasificare nu este decat partial operanta. §i asta poate doar din punct de vedere al orientarii pe 
terenul narativei lui Paul Goma. Sens in care deschide portile unui macrocosm ce se cere 
explorat chiar din centrul sau, de la Late§ti: 

...§i se-mplinesc 30-§i de toamne-primaveri de iarna de cand o am cunoscut pre ea. Din 
pacate nu §i ca-n Biblie. Sau mai §tii: de-aceea n-am uitat, n-am uitat-o, n-am. [...] 

Ca sa ajung pana la ea trebuie mai intai sa patrund prin gardul de sarma ghimpata dintre 
sec(ia porci [...], a noastra §i sec(ia gaini - a lor. [...] 

Inainte de gardul dintre cele doua sec|ii ale fermei, era ferma propriu-zisa. Oficial, noi 
<<aia de la cai>> apartincam de sec|ia gaini [...]. Mai era o sccpc: a vacilor cu lapte, dar ne era 
inaccesibila [...]. Astea toate alcatuiau sec(ia Sccpc (nu-i dadea fantezia afara din productjc) §i 
se afla in sudul satului, in partea dinspre Fctcsti; la nord si pe malul Borcei era seep a Baraca - 
iar in centra, la §osea, in fostul conac, desigur: sec^ia Centra... (Goma 2008: 26, 30). 

Pe planul cvidentci, inregistram deja un univers de discurs foarte complex, articulat pe 
si alimentat de date biografice, idiosincratic §i oarecum autarhic, cu un nucleu generativ ce isi 
trimite ramificapilc in toate scrierile. Calidoralui i se substituie, aici, Late§tiul, ca punct 
constientizat de cxpericnta cxistentiala, cdilicat pe dialectica rafiunii (Vernunft ) §i a dominafiei 
(.Herrschaft ), §i poate chiar ca fundament pe care se vor ridica stalpii Calidoralui de mai tarziu, 
(pe linia cronologica a destinului omului, si nu a car(ilor acestuia), spargandu-se intr-o suita de 
particularisme imposibil de gestionat. 

in fapt, orice istorie se scrie din centra si presupune deopotriva un punct de obscrvapc 
temporal §i unul spa(ial. in consccin(a, localizarea Late§tiului precede introducerea in 
naratiunc. Or, fiindca localitatea nu mai exista, Paul Goma i§i propune sa se ridice, asemeni 
poetului, pana la limita de la care absolutul poate fi perceput, dar nu ca prezcnta, ci ca absenta , 
caci el se manifests pentra suflet prin insa§i aceasta absenta (Matei Calinescu in Poe 1971: 
XIV). in detrimentul unei istorii hegeliene, fara transcendent,;!, autoral ravne§te absolutul 
obiectiv §i inaccesibil §i face elogiul frumuse(ii tocmai ca reflec|ie a acestei inaccesibilita(i. 
Tcndinta catre unitate isi afla astfel adapost in cadral transformarii pe care artistul o impune 
realului. insuf1e(itc, obiectele de lemn §i de piatra devin fiinte de carne §i muschi. Straine 
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timpului opresiv al istoriei, ele il absorb in lentorile femininului si deschid portilc reveriei intr- 
un spa(iu al cxistcn^ei eteme. 

„Dar la ce slujefte ochiul adamic cel drcptintitoriu, inca de prin evul prim, inainte ca 
doamne-doamne sa se intrebe, cu dreptate, daca nu care cumva i-ar trebui fi ei o pereche...?”, 
ramane o intrebare care surescita lectura, gasindu-fi raspuns in comunicarea vizavio-bilaterala 
de la gard, de la porti|a, din tren sau, eventual, din varful Raiului: 

Ce frumuse(e luminoasa avea, bat-o sfantul de curviftina (vorbesc cu ad mi ratio fara 
hotare de ingerica, nu de fata ei, libclulicu(a). [...] in aer liber [...], fata era alcatuita din 
pufoaica, pantaloni cu trening, cu genunchi acutizap - deformare daruindu-i o deosebita 
elegant)! - cizme de cauciuc, [...] nedifercnpatc, oricare putea fi incaltata pe oricare picior - 
ceea ce accentua distincpa, cochetaria; precum fi un cap neasemeni. 

O remarcasem din prima zi de lucru la cai [...]. In capul meu de bruta sangeroaznica, de 
ucigas de cai [...], asa trebuia sa arate un inger-ingeraful meru: pufoaica ii acoperea aripile, 
pantalonii de trening cu genunchi ascundeau sexul neavut - dar ce conta, din moment ce-i 
vedeam capul! Ma uitam cu gura cascata la gura ei trandallric, intredeschisa inrourat, i-o luam 
de sub(iori, i-o culcam jos - pe inalt - fi i-o cunofteam inauntric (Goma 2008: 41-42). 

Descris de Emmanuel Levinas, in Eseul despre exterioritate (Levinas 1999: 229-240), 
drept un chip in care tulburarea asediaza §i invadeaza luminozitatea, femininul este perceput, 
§i la Paul Goma, in lumini fi umbre. Neintamplandu-se sa fie, insa, o luminozitate convertita 
in ardoare fi intuneric, afa cum depafefte instinctele primare de posesiune, femininul este vazut 
prin prisma unui model fascinant fi irezistibil, generat de intalnirea dintre instinctele primare 
contrare: tandretc fi cruzime, gratie fi sublim, agreabil fi dezagreabil, in acordul principiului 
ca agreabilul genereaza foarte rar arta fi ca aceasta inclina spre dezagreabil (Tagliabue 1976: 
220 ). 

Pentru a exista, Frumosul are nevoie de opusul sau, Uratul. §i pentru ca ambele sunt 
concepte, afadar create de om, cxistcnta lor depinde de privire, precum fi de o serie de factori 
precum timpul, cultura, subiectivitatea. Dar exista un spa(iu in care frumosul se dovedefte a fi 
mai rezistent: este vorba despre domeniul valorilor. 

Tocmai aici da autorul masura talentului sau. El edifica, cu ajutorul privirii, o intreaga 
fiziologie morala a personajului. In acest sens, hainele if i pierd utilitatea: cedeaza locul aripilor 
fi raman relevante doar sub aspectul contrastului care le face memorabile: dezbracata de 
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mefien^a, ingerica devine libera in inchiderea ei, intr-o lume careia nu ii apartine §i in care a 
fost constransa (de destin §i de imprejurari) sa locuiasca. Inscrisa, ca unealta a sistemului, in 
„programul de Grup Social” sau individual, ea continue sa creada, contrar naivitepi de care da 
dovada, intr-o lume mai buna, sa respire si sa ravneasca umanitate. Pe de alta parte §i intr-un 
alt registru naratorul explica cum - si de ce - Comunismul devine acceptabil: fiindca se 
transforma in deprindere si dresaj: 

Umbla vorba ca e bini§or idioata - fiindca se regula cu oricare liber care (inca) n-o 
batea. Cu deoi§tii insa... avea oarecari ezitari. [...] intr-o zi, dupa ce ni s-au intins mainile prin 
sarma, in doar scopuri materialiste (schimb ficat cal contra ou gaina), eu am alunecat la cele 
sufletrupiste: 

«§i dac-ai veni, dupa lucru, pe la noi - la mine?>>, am aratat din barbie satul, peste 
umarul ei. «Am un cazan de trei galop, pentru incalzit apa, un lighean uitc-asa de mare, 
smafiuit, un prosop uite-atata si-asa moaaaale... Mai am ghitara, radio, am cuptor, in care 
coacem cartofi...>> imi prezentasem calitaplc barbate§ti - in fine, averea, sfarpnd cu un plural 
foarte subtil - acum astcptam verdictul femeic. 

A raspuns tarziu, aproape ii dadeau lacrimile: 

<<Domnu', sa §tii matale, bre, c-a§a-'§ veni §i io la voi, la studenp, ca fetele a'lalte... 'M 
aflat ca va purtap galanton §i ne pupap mana §i ne ziccp Va rog, Domnisoara §i ne ziccp poftip, 
Domni^oara §i Stap bine, Domni§oara? [...] §i tot a§a - zice fetele ca ziceli ca §i noi s'tem 
oameni §i-a§a de bine mi-ar cadea sa fiu si io considerate macar o data-n viata si tratata>> (Goma 
2008: 42-43). 

in vederea unei cunoa§teri absolute a femeii, protagonistul isi propune sa o adulmece, 
asemeni unui parfum floral, in toate etapele (deci si la toate varstele), fara a omite partea dintr- 
un intreg si fara a uita ca intregul este generat de parte. Prccaupi pe care si le asuma si le 
dcpase^tc exemplar pe masura ce vegheaza la armonia totului. In acordul scrierilor anterioare 
el privilegiaza sistemul legaturilor de familie prin relapa pe care o instituie intre create si 
creator, precum si prin intcrrclapa de la nivelul crcapci inscp. Se fondeaza, astfel, o 
interdependent intre fetele si femeile puse in scene ca urmare a descendenlei, a nezuin|ei intru 
umanitate, precum si a diverselor asocieri si interconexiuni intre diferite planuri. 

Pe urmele reveriei povestitorul petrunde intr-un spa^iu feeric, in plin transcendent, acolo 
unde seiesluicsc amintirile diafane. In fond, de vreme ce in orice visdtor traie§te un copil, el nu 
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va ezita, asemeni fenomenologului Gaston Bachelard, sa recunoasca permanent, in sufletul 
omenesc, a unui nucleu de copilarie, o copilarie care, chiar daca nemiscata, ramane vie, in afara 
istoriei, ascunsa cclorlalti, care ia aparcnta unei povcsti atunci cand este povestita, dar care nu 
capata realitate decat in momentele sale de iluminare - cu alte cuvinte, in momentele cxistentci 
sale poetice (Bachelard 2005: 104). Ramasa in calidorul casei din Mana, ea vegheaza protector 
la capataiul celui plecat invitandu-1 sa retraiasca, in plin senzual si senzorial, clipe eterne de 
beatitudine. 

O sursa de poezie se deschide, in acest sens, in erosul amintirilor lui Paul Goma. Intrucat 
paradisul sau nu este reperabil geografic, autorul ll muta, in func(ie de nccesita(i, acolo unde se 
simte la adapost. Din planul initial el realizeaza, cu ingeniozitate §i dibacie, transferul inspre 
un alt plan, de asta data un paradis pe patru roti, in ograda caruia o intrusa cu rochie albastra 
continua ritualul ,,§ezutului” ca in Basarabia: 

N-o luasem in seama decat dupa ce trecusem de Ia§i - pana acolo dormisem. bnpreuna 
cu mama ocupam o pereche de scurte, cu patru locuri (doua de fiecare bancheta), intre ele 
pusesem baloturile cu plapumi; valizele: sus, pe polite. Ea cu mama ei §i cu bunicii, de cealalta 
parte a intervalului, ocupind doua lungi, de cate trei locuri fiecare bancheta. Cand m-am trezit, 
la Ia§i, mama statea de vorba cu o doamna, peste drum de casa noastra pe patru roti, iar la noi 
in ograda o fata straina, urcata in picioare pe bancheta, privea afara, pe fereastra coborita. 

Intai §i-ntai i-am vazut picioarele, incolo, sus; §i chilotii: albi. Abia dupa aceea rochia: 
albastra, cu trei dungi albe la poale. 

Intai §i-al doilea i-am vazut pasarica [...]. 

Intai §i-al treilea, se uita afara, la peroane, dar §i incoace, in vagon, sa vada daca o vad 
parintii. N-o vedeau: ei priveau pe fereastra opusa. Dar o vedeam eu. [...] 

M-am ridicat in capul oaselor, dar pastrind patura pina la inallimea briului. Acum eram 
fata-n fata, insa fara a ne atinge, amandoi cu picioarele indoite si cu genunchii indepartati. Ea, 
cu mana stanga - cea dinspre paring - mentinea cuvertura la subtioara ei; eu, cu dreapta, la fel. 
Ea, cu mina dreapta, isi mangaia pasaricuta: eu, cu stanga, pasarelul. Nimeni nu ne vedea [...] 
(Goma 2008: 53-55). 

Caracterizata ca varsta a ratiunii, a cunoastcrii, varsta sociala sau varsta a maturitatii 
infantile, cea ,,de-a treia copilarie” este perioada in care regiunile senzoriale se maturizeaza, 
iar focabzarea asupra trupului carnal se realizeaza din perspective senzorio-motorie. Dincolo 
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de datele nemijlocit senzoriale, aparitia §i consolidarea construedilor logice ii permit copilului 
sa intrevada anumite permanence §i sa se ridice in plan abstract, categorial. Tot acum are loc 
trecerea de la formele simple, spontane, superficiale ale percep(iei la cele complexe §i la 
obscrvatic. Fara a Ii centrat pe sine, copilul devine din ce in ce mai centrat pe exterior, perioada 
categoriala debutand intr-o maniera comparativista. 

La o varsta de cotitura, atat din punct de vedere biografic, al destinului de refugiat, cat 
§i din punct de vedere fizic, al situarii intre copilarie si adolescen(a, caracteristice naratorului 
raman inceputul de autonomie §i autodeterminare, cat §i apeten(a pentru ludic si sexualitate. Pe 
care §i le manifests printr-o senzorialitate exacerbata care favorizeaza, in acordul varstei 
copilariei, vizualul, tactilul si gustativul. Si daca limbajul lipscstc dinjonc(iunea celor doi copii, 
este tocmai pentru ca privirile sunt mai eloevente decat cuvintele rostite. Radu Enescu afirma, 
in aceasta ordine de idei, ca privirea constituie un intreg vocabular, ale carui cuvinte dobandesc 
nebanuite intclcsuri integrate in contextul gesticii §i vorbirii noastre, ca mijloc suprem de 
expresie (Enescu 1985: 74). 

Cu o privire care imbie la reciprocitate, copilul este invitat §i rc-initiat de catre fata 
straina in ritualul scduc(ici. A seduc(ici prin privire §i nu doar de catre cea care ii devine 
partenera de drum ci, in lumina ei, al etemului feminin insu§i. Si asta pentru ca, departe de a se 
raporta doar la trenul fizic, Paul Goma il transpune in plin transcendent, unde il in vesicate cu 
atributele sacramcntalita(ii. Asemeni scenei din co§ar din Romanul intim, prozatorul patrunde 
intr-un univers suspendat, in mi§care, al timpului fara timp, de unde isi provoaca destinul la un 
joc de-a v-a(i ascunselea, la umbra (adapostul) intunericului „luminos §i parfumat cu fata”. Fat,a 
in fa(a §i ncvazu(i de nimeni, copiii deapana, intr-o tacere vorbitoare, povestea lumii de la 
inceputuri, pe podina cosarului netocmit si gol de acum §i dintotdeauna, plini de nostalgia unei 
adapostiri §i a unei protect)i. Si „timpul este... peste-tot [...]. De asemeni fata: meree”: 

Ea tace langa tine, cald, se uita la tine prin intunericul cel frumos §i rade, fara glas, dar 
zicand cu ochii [...]; i(i pune mana pe gura, ca sa nu sco(i vreun cuvant si tu stii ca mana ei este 
pasarica: o saru(i, pe o parte, pe alta, o lingi in cau§. [...] 

Toamna tarzie, vantul vajaie prin acopcrisul cosarului, fluiera pe mai multe voci - cate 
goluri intre lca(uri. [...] 

Noi, ea §i cu mine: in haine de vara, ea intr-o rochi(a, el cu bluza si pantaloni scurt); 
amandoi descul(i - pana incolo, la caderea brumei. Tremura amandoi marunt-marunt (se zice: 
tremura-n gand) [...]. §ed fa(a-n fa(a pe podina cosarului gol [...]. ii patrunde vantul inghc(at - 
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de oriunde ar bate, tot i-ar bate, ca-ntr-un cosar, lumea pe ulpa, parintji din casa ori din curte 
nu-1 pot vedea, expufi cum sunt in cuf ca pe catalige. Dar nimeni pe lume nu-i vede cu-adevarat, 
tocmai pentru ca sunt atat de la vedere; fi nimeni aude (Goma 2009: 217-218). 

Constanta autorului pentru poeticitate si ludic este un semn al perceperii operei de arta, 
al dezbracarii de inhibitii fi al rc-constructici nude sub ochii curiosi ai cititorului printr-o icsirc 
din sine si pomind de la ea insafi: „in desfatare omul ifi dezvaluie dimensiunea ludica. Schiller 
spunea undeva ca omul n-ar fi cu totul om decat atunci cand se joaca. Candjudeca desfatandu- 
se si se desfata judecand, individul ifi indcplincstc menirea” (Grando 2008: 65). 

Prin urmare, crcatja nu este numai gravitate, dar fi joc; nu este numai serioasa, 
responsabila, dar fi „copilaroasa”, intr-un fel care nu-i anuleaza gravitatea, ci poate o sporcste. 
A merge netulburat inainte, cum sta in firea creatorului veritabil, este o dovada, firefte, de 
maxima seriozitate, dar fi de „copilarie”. Nu poate scrie carti bune decat acela care si-a pastrat 
o astfel de dispozi|ie (Raicu 1978: 30). 

Cu o deschidere vizibila inspre joc, naratorul raspunde la provocarile fetei. Pe masura 
ce inainteaza inspre cunoa§tere, vazul cedeaza usor locul tactilului. Caci in timp ce privirea 
realizeaza sclccpa, tactilul ia in stapanire. Nu degeaba Radu Enescu sustine ca a atinge ceva 
inseamna intotdeauna a poseda acel ceva §i, invers, se poate spune ca posesiunea deplina a unui 
obiect e sinonima intr-un fel cu a-1 line in mana. Mai ales ca in pipait sala^luiestc, dupa Michel 
Serres, spiritul (inctii. 

Prinsi in jocul cunoastcrii cei doi copii plamadesc cu varful degetelor un tablou intact 
al apropierii. Dar nu unul care inspira posesiune ci, din contra, muste§te de candoare. La fel ca 
§i fata de Ingerica, sau in acord cu celelalte protagoniste, povestitorul manifests o atitudine de 
curiozitate fi admiratie, departe de orice instinct primar de stapanire: „singurul mijloc de a 
pastra pentru tine o femeie, via{a-ntreagd - §i dincolo de ea - e sa n-o fi avut cum se are o 
femeie (s.n.)” (Goma 2008: 63). Este, de altfel, crezul intregului volum care valorifica misterul 
feminin cu o acuitate greu de egalat: 

Sa zicem afa: cele mai multe dintre cunoscutele biblic mi-au ramas necunoscute simtic 
- cu cxccptia celui de al noualea, cautatorul de comori. De parca ar exista vreo compcnsa(ic - 
nu este. Ci doar obifnuinta: cele accesibile, frecventabile - fi frecventate - nu au nevoie sa fie 
vazute-auzite-mirosite-palpate-gustate, toate semnalele sunt receptate de una fi aceeafi antena: 
intromisionata. [...] 
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Cunoasterea totala o am dinspre cele necunoscute si reprezentate. Ele imi trimet 
imaginea globala - acelea mi-au fost mai adevarate decat adevaratele: mai frecventate, mai 
prospectate inauntric ( Ibidem : 139). 

Sim|urile raman, fircstc, calea cscntiala de cunoa§tere, explorata inteligent pe ilrul 
rememorarii §i al imagination Autorul face, de altminteri, asocieri complexe care ii pennit nu 
doar sa identifice anumite particularitap ale protagonistelor narate ci, cu ajutorul lor, sa 
reconstituie un timp §i, mai ales, o epoca. Cu toate acestea calea de acces nu este, in acordul 
jumalului, una lineara. Ci una care se construicste circular, printr-o mi scare de rotate, de 
revenire si nuan^arc a subiectul investigat. Ceea ce da, pe alocuri, impresia de simultaneitate, 
in poll da distantci temporale §i a difcrcntelor existente. 

In ciuda dilicultapi de lectura, aceasta insu§ire a scriiturii are, de altfel, destule 
beneficii: line lectorul in tensiune, lasa loc suspens-ului, produce asocieri nescontate, traseaza 
liniile generatoare, invita la mcditapc, creeaza, in fine, din tu§e aparent incompatibile si 
aleatorii, un tablou exceptional, demn de toata admiralia. Dar numai de la distanla. Privit de 
aproape acesta se transforma intr-un haos exasperant care ii pune in umbra tonurile si culorile. 

Asemeni picturilor impresioniste, cartile lui Paul Goma se cer a li studiate de la o 
oarecare departare, una prin cealalta, ca o singura Carte: „<<Artistul aduna, acumuleaza si 
compune intr-un mediu material o suma de dorinfe, intend i si conditii primite din toate colfurilc 
cugetului §i fapturii sale. E preocupat cand de model; cand de culori, de uleiuri, si de tonuri; 
cand de camea insa§i, cand de panza care ii prime§te vopseaua>>” (Read 1969: 135). Insa toate 
aceste preocupari independente, acest complex de motive optice sunt in mod obligatoriu reunite 
numai la o viziune de ansamblu. Caci totul fine de un sistem bine articulat, a carui forma se 
confimda cu urma condeiului. §i care i§i dezvaluie identitatea prin interogafie §i cercetare. 

Observator exemplar care pastreaza in fiinfa sa un puternic ,,coeficient de adolescen(a”, 
Paul Goma i§i asuma lumea prin intermediul simturilor care coroboreaza baudelairian, 
transferandu-§i senzafiile. Bineinfeles - mai ales din perspectiva calatorului in tren - ca vazul 
este privilegiat §i, cu toate ca treze§te trairi complexe, ca siml care poate produce impresii 
estetice, nu i§i menline intotdeauna pozifia dominanta: dupa ce integreaza un obiect, privirea 
cedeaza locul gustului si mirosului, ca mijloace de difcrenticrc si de centrare pe subiectul 
obiectului. Se produce, prin urmare, trecerea dinspre simfurile integrarii (vederea, auzul) spre 
cele ale difcrcnticrii (mirosul, gustul), ale aproprierii si ale intimitalii: 
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Mugureaua fetei din trenul de refugiu avea gust de lapte de susai [...], de la Ia§i pana la 
Focsani [...], a avut timp sa se schimbe in cirea§a, din acelea verzi, inghipta cu tot cu samburele, 
moale; am trudit la ea pana la Midil - daca nu la Foc§ani, dar pan-la urma tot am adus-o la 
gustul marului; unul mititiu; ro§u, muguriu (Goma 2008: 59). 

Feticu|a asta se agita, vibreaza, zbarnaie, sfaraie din aripi - dar nu vorbe§te. Feteana 
vorbe§te fara, ea se exprima cu ajutorul altor organe - cu toate celelalte, incepand cu aripile. §i 
sfarsind (provizoriu) cu capsuna. Ea avand cap§una §i nu. Ba da: firaga - de pa§une, aceea-i §i 
dulce §i parfumata §i nu atat de tuguiata; §i mustoasa §i mieroasa §i cu o idee de pelin pe la; §i 
atat de fripta de soare, acolo, printre ierburi scarliornate, incat bate spre mov; spre violet. Da, 
da: a§a trebuie sa fie: cu varful limbii intre buze, varful ros, buzele vinete. Sfaraind din aripi, 
cu ochi globulo§i sub pleoape lasate, palpaind §i ele, tremurand ea o alta pereche de aripi. [...] 

Au o culoare inconfimdabila rasetele fetelor mergand la mare, mai cu seama cand 
clopotcsc in trenul cu care ma deplasez eu. [...] in compartiment: lini§te, aer mult, bun - va fi 
venind dinspre adierea rochiilor u§oare, de mare, de vare. Ale fetelor. Petale, corole, buchete. 
Cand li-e vara, cand |i-e culoare §i olm §i cand ti-c aera, vantata, adiera spalata si de lier calcata 
- §tii: e fata ( Ibidem : 65-66). 

La fel ea in romanul Sabina sau, poate, in continuarea lui, naratorul realizeaza o 
incursiune in miezul corporal al femiritafii. El percepe lumea prin nervurile senzoriale, intr-o 
imbinare sinestezica ce creioneaza vadit chipul eternului feminin, pornind de la o sinteza a mai 
multor fapturi incorporate concentric. Pictor al luminii, autorul exclude griul §i negrul si 
substituie clarobscurului traditional jocul de reflexe ce transforma tonurile §i coloreaza 
umbrele. Impartitc pe panza, acestea emana o licarire luminoasa si un parfum suficient de viu 
pentru a umple in intregime capacitatea de a simp, in plina reverie, simfonia cromatica §i 
mi§carea aromala suspenda timpul si genereaza o stare lirica care absoarbe subiectul visator 
intr-un spa^iu ideal ce reconstituie „climatul Paradisului”. 

Se contureaza, la nivel imaginar, o re^ea de metafore ale eului. Cel mai des intalnita in 
momentele cruciale ale existentei, chiar substitut al existen^ei, este metafora drumului, cu tot 
ceea ce conoteaza: pasul, urma, bicicleta, diligenta, carut,a, trenul. 

Fecund in ordinea crcatici, trenul nu apare pentru prima data in orizontul scrierii lui 
Paul Goma. Din contra, prin amploarea pe care o dezvaluie, el cumuleaza in aceasta arta a 
fugii toate plecarile, ea parte components a viepi §i ea metafora a operei. Simbol al casei, 
suplineste un gol, o absent, un loc „numai al meu”, confera libertare deplina spatiului livresc 
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si existential. Ca motor al actiunii, dar si ca element de respiro, grabe§te sau incetine§te 
naratiunca, provoaca la dialog sau redreseaza scrierea atunci cand acesta „nu mai merge”. 

intr-o continua peregrinare, autorul invita cititorul in trenul vie^ii si ll face parta§ la 
evenimente. Chiar daca este format din mai multe vagoane, el trece sprinter dintr-unul in altul, 
tratand mereu acclcasi teme si scriind parca aceea§i opera, in consonanta argumentului fumizat 
de Maurice Blanchot: „... in spapul deschis de create, nu mai e loc pentru create - si, pentru 
scriitor, nicio alta posibilitate decat de a scrie tot aceea§i opera. [...] Singuratatea scriitorului, 
acea conditic care este riscul lui, si-ar afla atunci originea in aceea ca el tine, in opera, de ceea 
ce este totdeauna inaintea operei. Prin el, opera vine, este fermitatea inceputului, dar el insu§i 
apartine unui timp in care domne§te indecizia reinceputului. Obsesia care ll leaga de o tema 
privilegiata [...] ilustreaza aceasta necesitate, in care pare ca se afla, de a reveni la aceala§i 
punct, de a trece iar pe acelea§i cai, de a persevera reincepand ceea ce pentru el nu incepe 
niciodata...” (Blanchot 1980: 16-17). 

Intors in trenul romanesc, protagonistul reconstitute perioada lui 1977. Evocarea unui 
an incarcat evenimenlial, cu repercusiuni vadite asupra destinului sau de scriitor - : scrisoarea 
de aderare la Charta ’77, arestul din Calea Rahovei (1 aprilie), excluderea din Uniunea 
Scriitorilor (9 aprilie), slujba la Biblioteca Centrala (sfarsitul lunii iunie), hartuirea de catre 
securitate (in vara aceluia§i an), exilul francez (20 noiembrie) il determina sa analizeze 
intamplarile cu un ochi care pune intr-o lumina mai pu(in favorabila generatiile spatiului 
dunareanocarpatic. 

Ca factor al reconstruc(iei valorice a societatii, al reintemeierii istorice, culturale si 
ontologice, Paul Goma da o replica comunitalii amnezice §i analfabete, in favoarea 
descenden(ei si a continuitatii ignorate de romani. in acest sens fetele/femeile devin un prilej 
de argumentare §i de demonstrate, analizate individual si in interdependent^, cu asocieri care 
trimit fie la Gherla, fie la Latcsti. 

Prin urmare, dincolo de rolul de exponents a spatiului paradisiac §i pornind de la acesta, 
femeia, inzestrata inca din Facere cu o vointa irezistibila spre cunoastcrc, devine o bre§a prin 
care se intra in istorie. Caci ea imbraca atributele unui rol dublu: nu doar de perpetuare a 
speciei, ci si de iluminare a acesteia prin raportare la un trecut pe care il cunoastc sau care i-a 
fost povestit, la randul ei, de catre o alta ascendenta. De aici §i legatura vadita dintre 
protagoniste: 
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Vecina din dreapta (s.n.) sadc t,capana, la o buna palma de spatarul de m usama [...]. Si, 
desigur, nu se vede [...]. Pana atunci, in oglinda se vede un geamantan ro§u. [...] Geamantanul 
nu-i al meu §i miroase, prin sticla oglinzii, exact a§a cum mirosea sora popii unguresc. [...] O 
chema Ibolya. [...] 

I-a§ face Prolllci o harta a mirosurilor, in culori - daca n-ar vorbi. [...] Are glas cu care 
poate face orice: dansa, taia lemne, descuia incuietori - chiar §i copii. 

Ibolya avea glas ne-placut: macait, emis din radacina gatului, ca mai degraba ungurii 
decat ele. [...] La urma urmei, nimic nu avea placut, atragator, in afara mirosului (Goma 2008: 
68-69, 83). 

...fata asta, vibrionanta (s.n.), daca nu are, sa zicem 14 ani, dupa cum arata, atunci 
sigur are 22, dupa cum nu vrea sa arate. Deloc. §i, de§i nu i-am auzit glasul, sant sigur: e 
ardeleanca. De pe la Cluj. Sa zicem: de langa Gherla. [...] Gabriela de la Gherla, cea din Ochii 
Zarcii, in '58, avea... Cat sa fi avut, daca umbla cu baiefii? Cel pu|in 14. Dar putea foarte bine 
sa aiba 2! Sau nici unul, eu s-o pomesc pe ea in via(a, eu sa-i dau direc(ia - dupa ce eu cu mana 
mea am facut-o. [...] 

Ccastalalta, fata de sub oglinda (s.n.); fata din fa(a mea e slabu(a, cu sani mari; mai 
degraba alungi. [...] Are, peste ochi, al(i ochi, pic tap; sau aplicap. Rotunzi-rotunzi, arcurile 
pleoapelor nu sunt arcuri ci jumatap de cere, urmarind fidel, ex-centric, rotundul irisului 
albastru-verde. [...] 

Cea din stanga ei (s.n.) aduce cu Smaranda. Prototipa: grecoaica din Constanta. Copia 
are acela§i par batind in albastru, lung, cu firul gros, ochi negri, pleoape brumarii: buze 
camoase, viorii ( Ibidem: 75-77). 

Dupa cum se poate observa, conjugand toate timpurile verbului a crea si incercand toate 
bucuriile crcapci, naratorul cartografiaza o varietate a chipurilor feminine pe care le invaluie 
in grape §i lentoare. Delicate §i fragede, aceste ofelii in floare pntcsc, de sub rotundul irisului 
si al gurii, insemnul pcrfccpunii. in slujba acestui deziderat §i in acordul scrierilor precedente 
gura, ca figura centrala, se tranforma in simbolul uterului matern, copiind originalul din central 
corpului. Desfatata in construcpi ludice si rasfa(ata la poalele daliilor in floare, corporalitatea 
devine textualitate: mana se preface in litera, iar chipul in cuvant, intr-o plenitudine care 
dcsavarscstc trapul cosmic al scriiturii. 

Mai mult, nevoia de a pune la feminin tot ce e invaluire §i dulceaja este, dupa o afirmape 
fericita a lui Gaston Bachelard, un semn vizibi al trairii sub imperiul reveriei. Caci atat filosoful, 
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ca §i Paul Goma, ca si alpi de altfel, au nevoie sa simta cuvantul feminizat dintr-un capat in 
celalalt, daruit cu o feminitate irevocabila: „Pentru un visator de cuvinte, exista cuvinte care 
sunt scoici de rostire. Da, ascultand anumite cuvinte, asa cum copilul asculta marea intr-o 
scoica, un visator de cuvinte aude vuietul unei lumi de reverii. 

Alte vise se nasc atunci cand, in loc sa citim sau sa vorbim, scriem cum scriam 
odinioara, pe vremea cand eram scolari. Straduindu-ne sa scriem frumos, ni se pare ca ne 
deplasam in interiorul cuvintelor. Ia te uita la litera asta! O auzeam prost cand o citeam, altfel 
o asculp acum sub condeiul atent. Si astfel un poet poate sa scrie: <<In carlionpi consoanelor 
ce nu rasuna nicicand, in fundele vocalelor ce nu vocalizeaza niciodata, voi §ti oare sa-mi 
cladesc caminul?>>” (Bachelard 2005: 58). 

Care va fi fiind, dincolo de aceste inscrpi, principiul unificator al di versitap i feminine 
pe care il reclama naratorul insu§i si care s-ar dovedi operant pentru orice clasificare? Altfel 
spus, cum ar arata acel mecanism de pcrfccponarc si de cunoastcrc care ar putea fi atribuit atat 
scrierii, cat si tuturor fetelor de la Late§ti, §i care ar explica strategia naratoriala: aceea de a 
abandona, pentru a relua mai apoi, sub forma circulara, la distanta de capitole, obiectul (sau 
subiectul) investigat? 

in tot cazul exista (chiar daca in subteran, escamotat privirilor grabite) un sistem 
complex care elucideaza modalitatea de expunere, cu referire la partea integrals sau doar 
sccvcntial, pomind de la prezentarea, abandonarea §i revenirea asupra obiectului cercetat. in 
fapt, si textul o dovcdestc, cunoa§terea (ca si scriitura in sine) se realizeaza pe mai multe 
niveluri: chiar daca denota o prezentare atipica, fiind abandonate inca din expunere, 
reprezentantele sexului frumos beneficiaza de o abordare progresiva, carcaterizata printr-o 
revenire scrupuloasa §i intensa, in sensul unei completari, a unei imbunatapri sau refaceri. 
Rezulta, in definitiv, o mi§care circulara care are ca finalitate aproprierea subiectului explorat: 

Desigur, cu ocazia primului (jet - s.n.), fac descoperirile: persoane, drumuri, peisaje 
(feminine, desigur); insa dupa ce la iau in stapanire, ma intorc: sa le posed. Sa le cunosc. Sa le 
cuprind, aflu, gasesc. Mai departe: descopar, dezvalui, dezvelesc; patrund, intclcg, explorez, 
scrutez - ba chiar studiez cu creionul in mana (sau gura), examinez, sondez, 'cere - de aici: am 
cercat-o! - cumpanesc, masor. Ca sa mi-o, in sfar§it, apropriez (Goma 2008: 184). 

Iubitor de frumos si de cunoastcrc povestitorul opteaza, in cautarea desavarsirii, pentru 
chipul femeii. §i daca la inceput si-o imagineaza si descrie ca avand fa(a, gura, maini sau orice 
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altceva apartine corporalitapi, cu cat se apropie de Frumuse(ea absoluta imaginile se 
estompeaza si se unesc intr-o imagine extenso a Divinei Frumuscp. A acelei frumuscp care, 
asa cum o descrie Platon, nepangarita de trupuri omencsti si de culori, de nimic din multele 
zadarnicii pieritoare, trebuie inchipuita ca existand in sine, deopotriva cu sine si impreuna 
numai cu sine, si ca avand, in ve§nicia ei, mereu acccasi forma. Iar toate celelalte frumuscp 
sint partake la ea, dar in astfel de chip incat nastcrca si pieirea acestora nu duce nicidecum la 
vreo cre§tere sau scadere inlauntrul Frumuscp i, pe care toate acestea o lasa neschimbata (Platon 
1995: 138-139). Abia urcand deasupra frumuseplor pieritoare putem afla, conchide filosoful, 
ce este Frumuse(ea cu adevarat. 

in cautarea frumuscp i intru care sa zamisleasca, dar §i ca urmare a ravnei spre unitatea 
primordiala, naratorul, transligurat in Adam, se une§te cu Eva, intruchipare a Divinei 
Frumuscp, pentru a dobandi ve§nicia. Desigur, nu a trupului, ci ,,permanent in univers a unei 
impliniri a omenescului, virtutea adevarata, neanaloaga cu nici o alta. Pentru ca se nastc [...] 
nu din iubirea intru frumuse|e a ceva rivnit, ci dintr-o stare care nu poate fi decit iubirea in sine 
a frumusefii in sine, un proces infinit” (Petru Crctia in Platon 1995: 52-53). Dincolo de orice 
ravna si posesiune, dorinta se transforma, asadar, intr-o iubire care subzista etern in virtutea 
artei: 


Am senzapa ca in toata (ara (exagerez: in acest tren - fie: in compartiment) santem doua 
persoane ce comunica intre ele: Suzana si barba'-su. De acord: ea nu se afla, fizicamente, aici, 
dar ce importan(a: antena ei, fetica vibrionica, clopopca, fata ei, mama mea, cam tot acolo. 

Ma sacaie, ma mangaie, nu-mi da pace o frantura dintr-o ceva: 

<<§ade-Adam §i Eva lui...>> [...] 

§ade, §ade - unde? A-ha: 

<<Sus, in poarta Raiului...>> - nu: <<Sus, in varful Raiului>>, asta-i, <<§ade-Adam cu Eva 

lui...» 

Cumva «bate» - in poarta aceea? Nu, doar sadc - <<sus, in varful Raiului». 

Vecinii de compartiment vorbesc - romanestc - in timp ce, la un coll, de cotitura, asa 
cam in varful Raiului, §ad eu cu eva mea. Nu ca in Basarabia, ci doar de mana. Bate vantul 
rece, ne e frig, ne e jale, santem singuri pe lume §i trebuie sa facem noi lumea §i nu slim cu 
care zi sa incepem, daca ar fi dupa mine as incepe cu a saptca, e cea mai dulce, fiindca scdcm 
ca la noi, in Basarabia (Goma 2008: 81-82). 
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in concluzie, se creioneaza o unitate in diversitate care reduce, ca intr-o metafora a 
jocului de sah, rela^ia ini^iala la doua persoane. Analizate circular, printr-o permanenta mi§care 
de rotapc femeile se convertesc, ca parti componente ale aceleia§i radacini in Eva, degajand la 
fiece atingere si prin fiecare por suflul putemic al victii. De altfel, facuta din coasta lui Adam 
c reap a insasi inspira, prin chipul femeii, via|a, pentru a se uni cu Creatorul §i pentru a deveni, 
finalmentc, „o gandire constienta de sine §i constituindu-se ca subiect al obiectelor sale”. 
Totodata, in masura in care nu apara idealuri, ci fiintc concrete, Paul Goma pledeaza pentru si 
ne incita sa vedem in cuplu fun^a morala completa. 

Astfel, intr-o comuniune deplina, Venus si Mercur, scaldati in seva niciodata uitatei lor 
origini concep o lume noua, in doi, sub semnul imuabil al Facerii. Caci, dupa cum spunea 
Marcel Proust, lumea a fost creata nu o singura data, ci de atatea ori de cate ori apareau arti§ti 
originali. 
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MANIFESTATIONS OF THE IRONY IN THE MINULES Cl AN WORK 


Andreea-Iuliana Damian 
PhD Student, University of Pitesti 


Abstract: Minulescu- the troubadour poet, succeeds to create in his poems an aura of spectacle that 
harmoniously blends with his pleasure for irony and anecdote along with the turmoil of his inner 
feelings: agony, ecstasy, despair or enthusiasm. His irony is based on confusions and their 
consequences, which sometime generate a comic that goes even to self-irony. 

Keywords: irony, minulescian, confusion, self-irony, originality. 


Opera lui Minulescu este urmarita de firescul occidental si se supune regulilor acestuia, 
debuteaza in forta cu volumul Romantepentru mai tarziu, urmeaza apoi o perioada a extinderii 
universului de cunoastere catre mai multe specii literare, fund si perioada maturizarii si a 
rodarii stilului, volumul Nu sunt ce par a fi incheie minulescianismul. 

Senzatia cititorilor este una de incheiere abrupta deoarece moartea sa survine 
intempestiv, totusi cel din urma volum devine eticheta sa artistica, asa cum debutul in 
publicatiile vremii s-a transformat intr-un manifest literar impunandu-1 in lirica secolului. 

Scrierile sale au proliferat si prin prisma evenimentelor istorice nationale si sociale pe 
care I. Minulescu le-a trait constient ceea ce a dus la influentarea atat la nivel de stil, cat si de 
continut a operei sale. 

inceputurile avangardismului in lirica romaneasca de la inceputul secolului al XX-lea, 
dar si energia si ironia din poeziile sale au facut din stilul sau unul memorabil inca de la inceput. 

Lirica minulesciana este nascuta din interiorul sau, din trairi si sentimente, pe cand 
proza respecta spiritul vremii, Hind inspirata din exterior. 

Minulescianismul se caracterizeaza prin ironie si teatralitate de inspiratie artistica, 
intelectuala, sociala sau sentimentala. Dinamismul se cladeste pe oscilarea pennanenta a eului 
liric intre euforie si disperare, intensitate si relaxare, impuls si recul si mai ales intre idee si 
realizare poetica, toate constituind trasaturile liricii modeme in plina ascensiune pe pimantul 
romanesc. 
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Adesea, ironia minulesciana se face simtita inca de la nivel formal si se adanceste mai 
apoi pana dincolo de mesajul poetic: „Iar cand se face noapte si tacere/ Cand boii dorm pe 
burta/ Si oamenii pe spate/ Ma fragmentez in pietre nestemate/. Si porcilor ma dau sa ma 
digere...” ( Scrisoare ). 

Autoironia devine mai profunda prin intermediul echivocului evocat de la inceputul 
poeziei. 

Pentru N. Manolescu ironia minulesciana impreuna cu teatralitatea creeaza o poetica in 
sine a poeziei sale, un adevarat spectacol dezlantuit. 

Desi, inceputurile sale poetice stau sub influenta primelor aspecte simboliste, Eugen 
Lovinescu il considera un pionier al simbolismului pe taramul romanesc, apreciindu-i atat 
scrierile imitative pentru valoarea lor formala, cat si pe cele originale pentru valoarea lor de 
substanta. 

Lovinescu asociaza pornirile sale originale timpurii cu imposibilitatea sa de a urma 
strict niste dogme ce fusesera impuse de simbolism. 

Exteriorizarea minulesciana din volumul Nu sunt ce par a fi reprezinta si dorinta 
publicului de a citi poeziile sale care se bucurasera de o mare popularitate intre lectori avizati 
si amatori ai epocii: ,,Eugen Lovinescu a orientat putemic minulescologia catre circumspectia 
de manierism...” 1 

Bogatia mijloacelor tehnice pe care Minulescu le foloseste pentru a crea ironia il vor 
determina pe G. Calinescu sa afirme ca poseda exagerat de multa inteligenta plastica. 

Stilul minulescianist este caracterizat de G. Calinescu prin volubilitate, profunzime si 
ironia lina care deriva din spiritul sau de bufonada subtila. Totusi, aceste note originale ale 
stilului sau nu reduc trasaturile definitorii ale simbolismului, ci ii dovedesc inclinarea in fata 
lui Caragiale. 

Originalitatea este consecinta faptului ca poestul renunta la imitatie si isi pastreaza 
maniera scrierii impletind cu multa abilitate intelectuala echivocul cu ironia, subtilitatea cu 
numirea sau naturalismul cu dirijarea scenica. 

De cele mai multe ori ironia devine forma de manifestare exterioara a emotiei: „Ma 
doare amintirea tineretii/ Cand fetele de-o varsta cu baietii/.../ Puneau la cale pentru viitor/ 
Romanticele lor casatorii/ Uzine pentru fabricat copii/ Secret furat de la parintii lor/...” 
0 Spovedanie ). 


1 S. Danciulescu, p. 63 
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Astfel, situatiile ambigue adancesc ironia, devenind chiar pandantul ei: „Ma doare 
Cosanzeana din poveste/ Furata si ascunsa de un Smeu/ Cu care Fat-Frumos-/ Adica Eu/.../ Ca- 
n urma, dezrobita mea stapana,/ in locul traditionalului inel/ Sa-mi dea un «rendez-vous» 
cu taxa, la... hotel!...” ( Spovedanie). 

Lirica minulesciana are o viziune telurica asupra trairilor interioare, din sentimentele 
profunde ale romanticilor simbolistul-avangardist face iubirile amantilor la miez de noapte. 
Dramatismul anterior se disperseaza, iar artele sale poetice scot la iveala iubirea ca intrupare a 
idealului, mai presus de poezie: „Aceasta ne releva la Minulescu indoiala in ceea ce priveste 
forta artei insasi de a intrupa absolutul” 2 

Teatralizarea lirismului este o trasatura dominanta a stilului minulescian, insa 
teatralizarea este preponderent ironica, asadar ironia reprezinta capacitatea de interpretare a 
eului liric-mim. 

Emotiile sunt sugerate printr-o transpunere lucida a poetului, fapt ce dovedeste un lirism 
extrovertit: „Sunt un volum n-are titlu inca,/ Desi exista-n mine tiparit-/ Volum unic, ce trebuie 
citit/.../ Va trebui sa-mi sape titlu-n stanca/ Atunci cand titlul va li gasit !.(In loc 

de prefata). 

Starile emotionale sunt disimulate inteligent iar functia de catharsis a poeziei este de 
fapt un scenariu de teatru, actorul-poet se destainuie retinut intr-un joc asemanator unui 
ceremonial. 

Profunzimea mesajului poetic nu este diminuata prin aceste artificii, ci din contra 
denota preferinta pentru o lirica modema, urbana incarcata de buna dispozitie si colocvialism. 

Dedublarea poetului-trubadur este sursa principals a autoironiei, aceasta are la baza 
echivocul care face trecerea dintre avantul tineresc catre prudenta maturitatii sau dintre 
intelectual si instinctual. 

Ironia minulesciana este solia pe care poetul o trimite in neprevazut, este mij locul prin 
care se descopera. Optimismul ironic reuseste sa creeze calea prin misterul poetic generand 
cunoastere. 

Ironia si autoironia in lirica minulesciana se completeaza si de cele mai multe ori 
autoironia sugereaza ipostaza telurica a iubirii, aceea a lirismului donjuanist: ,,Femeii ce-mi va 
spune «te iubesc»/ As vrea sa-i smulg cuvintele din gura/ Si buzele carnoase sa-i strivesc/ 
Cu dintii mei de plug prin aratura...” (Solilocul nebunului). 


2 S. Danciulescu, p. 65 
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Personalitatea divizata a eului poetic se contrazice in ipostazele dedublarii, crescand 
sursele echivocului si ale polemicii, ajungand chiar pana la negarea de sine: „Dar m-am gasit 
strain/ Ca-ntr-un cavou de templu bizantin/.../ Si zidurile umede si pline/ De sfintc si fecioare 
bizantine,/ Ce ma priveau cu dragoste si mila/ Cum ma cobor tot mai adanc in mine, Tot mai 
strain de cel ce-am vrut sa fiu...” ( Regasirepostuma). 

Asadar poezia minulesciana cunoaste cote mari ale ironiei care ajung pana la satira sau 
diatriba. 

Poezia lui Minulescu este incifrata prin ironie, datorita subtilitatii atitudinii acestuia. 

Mesajul poetic devine dificil de descifrat prin abaterile stilului transformate in licente 
poetice, astfel negarea este o afirmare ironica ce poate duce pana la parodiere. 

O privire atenta asupra creatiilor sale dezvaluie o atitudine rezervata care tinde spre o 
negare a negatiei, atingerea afirmarii printr-o dubla negare, prin intermediul litotei si a 
echivocului. 

Ironia in lirica minulesciana releva abilitatea intelectual-instinctuala de dominare 
constienta a situatiilor cu ajutorul comicului zeflemitor si autopersiflator. Pe de alta parte, 
ambiguitatea reprezinta tumultul trairilor emotionale imposibil de aprofundat, insa cu o 
incarcatura sentimentala deosebita. 

Ironia nu este doar generata, ci ea insasi genereaza atitudini si umor. Ambiguitatea este 
mijlocul prin care se atinge scopul umoristico-teatral al liricii minulesciene. Fluiditatea 
poeziilor sale este consecinta complementaritatii dintre profunzimea gandirii si ironie, dar si 
preferinta sa pentru limbajul familiar, creand impresia unei discutii uzuale intr-un spatiu urban: 
„Poeziile lui Minulescu decurg in stilul familiar, prapastios francizant al cafenelei bucurestene 
(...) excesul de seriozitate intr-un limbaj prea pitoresc, firesc iar nu cautat, produce zambetul” 3 

Principiul minulescian al ironiei este acela al demascarii, viata obisnuita este sursa de 
inspiratie, misterul pe care il creeaza limita dintre tragic si banal, jocul mastilor si impresia 
unui cotidian disimulat. 

Comicul liric minulescian se aseamana cu cel al lui Caragiale, avand tendinte clasic- 
realiste insa depaseste aceste limite prin apropierea de ironia modema intreptandu-se mai ales 
catre scrierile lui Eugen Ionescu. 

Ironia sa se esentializeaza prin teatralitatea liricului din quasipersonajul mim-poet care 
reuseste sa surprinda aspectele imprevizibile ale vietii, facandu-1 pe Minulescu: ,,un tip 


3 G. Calinescu, p. 694-695 
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caragialian... volubil, facil emotiv, incapabil de a lua ceva serios, producator neobosit de 
mofturr 4 

Tudor Vianu 11 incadreaza in categoria umoristilor joviali notand tendintele catre 
sarcasm si satira, totusi acesta mentioneaza ca nu poate atinge perfomantele comice ale lui 
Hasdeu si Heliade. 

Actul poetic minulescian creeaza o oscilatie perfecta a misterului si revelatiei ale caror 
mijloace de expresie raman constant ironia si echivocul intr-o complementaritate echilibrata. 
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Abstract: Herve Bazin's novels ressort to mythology>, which transform them into an extremely poetic 
writing. What I proposed in this study is, in literally terms, to lift the veil of such an encrypted writing, 
in an attempt to demystification, in order to emphasize the aim of myth : a return to the past, which 
transforms the novel into a poetic art. 

Keywords: myth, demythologizing, Herve Bazin, poetic art, catharsis. 


Les romans d’Herve Bazin font souvent recours a la mythologie, ce qui les transforme 
dans une ecriture extremement poetique et ce que je me suis proposee dans cette etude est, 
litteralement, de lever le voile d’une telle ecriture chiffree, dans une tentative de 
demystification, afin de prouver le but du mythe : un retour dans le passe, qui transforme le 
roman dans un art poetique. Afin d’atteindre mon dessein, j’ai choisi deux romans a etudier de 
ce point de vue : Vipere au poing 1 et Qui j 'ose aimer 2 . 

Roman du debut romanesque d’Herve Bazin, Vipere au poing, est beaucoup inspire par 
la realite de l’auteur, mais celui-ci n’hesite pas a en inserer des elements fictionnels ou a faire 
appel a la mythologie dans la creation de son roman. Le recours a la mythologie oblige le 
lecteur de faire un saut aux debuts du Temps, tel que Taffirme Mircea Eliade, dans ses Mythes, 
reves et mysteres. Selon lui, le mythe represente une histoire vraie, passee aux debuts de notre 
existence et qui sert comme modele pour le comportement humain. Ainsi, en imitant les actes 
exemplaires d’un dieu ou d’un heros mythique, ou bien tout simplement en racontant leurs 
aventures, Thomme des societes archaiques a le pouvoir de se detacher du temps profane et 
d’entrer dans la magie du Grand Temps, le temps sacre. 3 


1 Herve Bazin, Vipere au poing, Paris, Editions Bernard Grasset, 1948. Les citations extraites de ce roman seront 
notees entre parentheses, en employant les initiales VAP. 

2 Herve Bazin, Qui j’ose aimer, Paris, Editions Bernard Grasset, 1956. Les citations extraites de ce roman seront 
notees entre parentheses, en employant les initiales QJA. 

3 Mircea Eliade, Mituri, vise si mistere, Bucuresti, Editions Univers Enciclopedic, 1998, pp. 17-18. 
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Face a la mythologie, l’homme eprouve le desir d’inventorier ces legendes parce qu’en 
etudiant leurs histoires, on apprend a la fois comment vivre, on y extrait des morales : « Les 
personnages vivent en nous et nous sommes en eux : dans toute revolte il y a un Promethee, 
dans toute quete un Orphee ; nous fremissons devant Medee, revons devant Tristan, tremblons 
devant CEdipe. » 4 Dans ce cas, on arrive a prendre part du mythe, a sentir les emotions des 
personnages, mais, le plus important, on est invite a participer aux evenements. 

Neanmoins, dans la creation d’une oeuvre, la fonction la plus importante de l’emploi du 
mythe acquiert des traits magiques, car ce dernier transforme l’ecriture dans un art poetique. 
La catharsis ressort de ces romans nourris de mythes, dont Hercule, Diane, Aphrodite, Gaia, 
Phedre, Ruth, Penelope sont quelques exemples. Phedre represente l’aveu de l’inceste, Isabelle- 
mere est personnifiee dans 1’image de Penelope et Ruth, personnage biblique, renvoie au 
remariage de Belle, une veuve mecontente de son present. II y a, done, des ressemblances entre 
les mythes classiques et le mythe dans la vision bazinienne, mais, en meme temps, il y a aussi 
beaucoup de differences qui font preuve de l’originalite de l’artiste. L’auteur choisit les mythes 
comme themes de son recit, mais les transforme d’une maniere unique pour qu’ils deviennent 
le sigle de son art poetique. 

La premiere identification des personnages avec des figures mythologiques n’est pas 
aleatoire : Hercule, dans ce roman, et Aphrodite dans Qui j ’ose aimer, deux personnages qui 
constituent les symboles des deux protagonistes. 

En ce qui concerne Hercule, selon de Dictionnaire de mythologie 5 , il est considere l’un 
des heros les plus veneres de la Grece antique. Associe le plus souvent a la force physique et a 
la violence, Hercule-bebe etrangle sans difficulte les deux serpents envoyes par Hera. C’est 
precisement cette image qui est reservee a l’incipit du roman, ce qui definit la fermete et le 
courage d’un enfant de huit ans, Brasse-Bouillon, le heros de Vipere au poing. Ces traits 
definissent le protagoniste tout au long du roman, themes qui deviennent recurrents chez Herve 
Bazin. De surcroit, la haine et la vengeance qu’il ressent contre sa mere ne feront qu’alimenter 
cette virilite. Les epreuves de Brasse-Bouillon correspondent aux epreuves d’Hercule et, dans 
cette perspective, la psychanalyse les voit comme une allegorie des epreuves rencontrees par 
le patient au cours du travail qu'il accomplit sur lui-meme. 6 Cette lutte correspond alors a une 


4 Raymond Trousson, Themes et mythes, Bruxelles, Editions de l’Universite de Bruxelles, 1981, p. 8. 

5 Pierre Lavedan, Dictionnaire illustre de la mythologie et des antiquites greques et romaines, Paris, Editions 
Hachette, 1931, s. v. Hercule. 

6 Carole Sedillot, La Quete du soi : les douze travaux d'Hercule, Paris, Editions Dervy, 2007. 
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initiation a la vie, dans laquelle le personnage est cense lutter pour defendre son bonheur. Afin 
d’accomplir ce but, le protagoniste n’hesite pas a se positionner contre sa mere, contre tout 
obstacle qui s’interpose dans son chemin, ce qui declenche sa revolte. 

L’autre roman traite dans cette recherche, Qui j’ose aimer , est une ecriture poetique 
tout d’abord grace a la reecriture des mythes et, a ce propos, c’est surtout le personnage 
principal, Isa Duplon, qui incarne des figures mythiques tels que : Diane - deesse de la chasse, 
Gaia - deesse de la Terre, Aphrodite - deesse de la beaute. Tout au debut du roman, Isa incarne 
la beaute d’Aphrodite qui nait de Tecume des mers : en plongeant toute nue dans TErdre, Isa 
fait la peche, en procurant de la nourriture pour sa famille. C’est deja a partir de ce moment 
qu’elle se transforme en un double de Diane, tout en refletant les traits typiques de la deesse de 
la chasse : force physique, protectrice de la nature sauvage, insoumision et fierte, coureuse des 
forets. La protagoniste se rapporte toujours a une liaison directe avec la terre, raison pour 
laquelle le roman est vu coinme une reecriture du mythe ancien de la deesse Gala, symbole du 
contact perpetuel avec la Terre Mere. 

Selon le Dictionnaire de mythologie 7 , Aphrodite est la deesse associee a Tamour et a la 
sexualite. De par Tetymologie de son nom, qui renvoie au grec aphros signifiant ecu me, on lui 
attribue la naissance de Tecume des mers. Liee aussi a la fecondite, Aphrodite est l’image de 
la beaute feminine, associee aux jeunes fdles. De ce point de vue, Isa apparait dans Tincipit du 
roman comine une Aphrodite qui nait de Tecume de TErdre, image qui renvoie au mythe 
classique. 

Malgre Tautomne avance, Isa trouve cette eau fraiche tres ravissante : « Tout compte 
fait, elle etait supportable, cette eau » ( QJA , p. 13), dans laquelle elle s’enfonce « comme une 
grenouille en fuite » (QJA, p. 13). Tout comme une sirene, Isa se sent a Taise sur la terre que 
dans l’eau, sur le domaine de la Fouve et, en meme temps, dans les eaux de TErdre. 

La sexualite surgit des le premier moment ou la jeune est associee a la deesse : T image 
de l’eau, qui joue le role d’un miroir, reflete sa nudite qu’elle pcrgoit de maniere placide : 

Mes chevilles, frottees Tune contre l’autre, se debarrassaient des souliers et, d’une vive 
detente, expediaient dans la riviere, pour l’y rhabiller d’ecume, ce corps qui ne m’inquietait 
pas, mais dont l’eau indiscrete, durant une fraction de seconde, me renvoya l’image, d’un rose 
sourd secretement touche de sombre aux racines des membres. {QJA, p. 13) 


7 Pien'e Lavedan, Dictionnaire illustre de la mythologie et des antiquites greques et romaines, o. c., s. v. Aphrodite. 
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Les vetements terrestres sont vite remplaces par l’ecume de la riviere et le corps peut 
retrouver son unite. Ainsi, la quete identitaire de Vipere au poing atteint son but, ce qui prouve 
l’existence d’une quete personnelle avec une fin positive lors de la publication de Qui j’ose 
aimer. L’auteur, de meme que son personnage, retrouve 1’unite du moi perdu, dissipe dans la 
periode de son enfance. La « vive detente » du present, le manque d’inquietude, la fraicheur et 
la legerete de ce personnage font preuve de la jeunesse de l’esprit. 

Cette premiere image reflete une jeune fille qui n’arrive pas encore a nommer son 
identite feminine, pour laquelle la sexualite n’est pas quelque chose de tangible. Elle plonge 
nue dans l’eau firoide, sans craindre l’arrivee d’un etranger : seule l’eau devient « indiscrete » 
en refletant la nudite de son corps. Mais, tout coimne dans un roman d’initiation, la protagoniste 
ne tarde pas a experimenter des sensations nouvelles : « Puis, un banc d’algues de fond me 
caressa le ventre d’une fason si inattendue que, surprise, je me detournai coimne une carpe. » 
(QJA , p. 14). Cette initiation a l’amour, sous le signe d’Aphrodite, est faite de maniere 
progressive. La deesse, qui represente l’amour et la sexualite, conduit ainsi a la fecondite : elle 
tombera tres vite amoureuse et, suite a cet amour - passion, Isabelle donnera naissance a une 
fille qu’elle va nommer comme sa mere. 

Un autre mythe identifiable dans le roman est celui de la deesse de la chasse 8 . Dans le 
Dictionnaire de mythologie generate, Artemis - Diane est definie comme une « deesse de la 
chasse et des forets ( Agrotera ). » 9 La legende la presente parfois comme la fille de Zeus et de 
Demeter ou de Persephone, ou encore de Dionysos et d’Isis. Selon la tradition courante des 
Grecs, elle etait fille de Leto et la soeur jumelle d’Apollon. Conformement a ce dictionnaire, 
elle est associee, des son origine, a Apollon, ne pouvant manquer de participer a la nature de 
ce dieu : pour cela, Diane devient aussi une deesse de la lumiere {Phoebe), mais de la lumiere 
lunaire. Elle choisit pour sejour favori l’Arcadie ou elle va prendre le gout de la chasse. Ce 
loisir lui apparait assez tot dans son enfance, lorsqu’elle ne demande rien d’autre a son pere 
que des outils pour aller a la chasse : 

Dans cette region montagneuse et sauvage, ou les torrents devalent des pentes boisees 
et se creusent d’etroites gorges, Artemis, en compagnie de soixante jeunes Oceanides et de 
vingt nymphes preposees au soin de sa meute rapide, se livrait habituellement aux plaisirs de 


8 Voir, a ce sujet, mon article « Isabelle-maitresse de la nature sauvage », publie dans Herve Bazinidu milieu de 
la famille d I’esthetique du roman, Edtitions Casa Cartii de Stiinta, Cluj-Napoca, 2015, 

9 Dictionnaire de mythologie generate, (publie sous la direction de Felix Guirand), Paris, Editions Librairie 
Larousse, 1935, s.v. Artemis. 
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la chasse. Des sa naissance, en effet, elle etait allee trouver Zeus, son pere, et, lui embrassant 
les genoux, lui avait demande, non des bijoux et des parures, mais une tunique courte, des 
chaussures de chasse, un arc, un carquois et des fleches. 10 

Le plaisir de la chasse et de l’errance dans le monde ont ete accompagnes par le voeu 
de chastete. Isa, la protagoniste du roman, incarne la plupart des traits de Diane, meme ceux 
qui la transforment en une deesse de la lumiere lunaire, les nuits d’errance dans la vieille 
maison, les pieds nus : « j’aime roder la nuit, furtive et tatant les murs. Une fois de plus mes 
pieds nus, aussi surs que mes mains, reconnurent les eraflures du lino, l’arrete usee de la 
paliere. »( QJA, p. 167), dit Isa. La jeune rousse est un etre sensoriel, elle aime sentir les choses, 
etre en contact direct avec le monde et avec la nature. De meme que Diane, Isa ne demande pas 
des choses materielles, mais se contente du bon sauvage et des plaisirs que la nature seule peut 
lui offrir. Ainsi, il n’est point douteux qu’elle est un double de la deesse au sujet de l’amour et 
de tout contact avec le monde des homines, car pour Isa non plus il n’y avait point de place 
pour une relation amoureuse dans cette existence sauvage. C’est pourquoi elle trouve que le 
manage de sa mere represente une infidelite au lignage feminin et finalement, meme apres la 
mort de Belle, la protagoniste ne consentira pas a epouser son beau-pere qu’elle aime. Isa, de 
meme que la deesse, impose la loi de la chastete a son entourage, ce qui explique 1’attitude 
hostile devant le remariage de sa mere. 

On trouve du meme cote 1’image de Diane, entouree d’animaux sauvages et reconnue 
pour son habilite de chasseresse et celle de la jeune Isa, dont la force physique est un attribut 
presque tangible. Plus tard, vers la fin du roman, elle va transmettre cette sante a sa fille aussi : 
« Mon sang, mon sein l’ont vaccinee contre les rhumes. » {QJA, p. 306) La force physique ne 
pouvait pas manquer a une jeune chasseresse, qui n’arrive pas a trouver son moi interieur que 
dans la relation qu’elle etablit avec la nature sauvage. En tant que protectrice de la nature, de 
meme que la deesse qu’elle incarne, Isa defend a tout prix La Fouve, ce «jardin sauvage », tel 
que Pierre Moustiers la nomme * 11 , son domaine ou « le sauvage l’emporte sur le domestique » 
{QJA, p. 26). Elle se montre intolerable face aux changements que Maurice veut provoquer 
dans la Fouve sauvage : « J’etais hors de moi [...]. Les coups de serpe me tailladaient bras et 
jambes. Bientotje n’y tins plus et, ramassant mes cheveux dans un foulard noue sous le menton, 
je me lancai dans le pare. » {QJA, p. 105) Ces actes revelent le cote instinctif et impulsif de la 


10 Ibid. 

11 Pierre Moustiers, Herve Bazin ou le romancier en mouvement, Paris, Editions du Seuil, 1973, p. 131. 
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jeune rousse. Elle est possessive lorsqu’il s’agit de ses propres biens et se considere comme 
incapable de quitter ce monde-la, ce domaine qui l’a vue naitre et qui l’a protegee des sa 
naissance : 

Je me sentais incapable [...] de vivre autre chose que cette existence partagee entre une 
riviere, une machine a coudre, un banc de messe tapisse de vieux velours et cette place dont je 
n’usais guere, mais qui restait reservee a ma tempe, pres d’une epaule un peu grasse, a l’endroit 
ou les femmes se touchent de parfum. (QJA, pp. 32-33) 

Isa est encore insoumise et Here, traits mis en evidence dans plusieurs moments du 
roman. Tout d’abord, elle ne sent pas Tabsence des homines dans leur maison, tel qu’elle- 
meme le confesse : « Je n’enviais pas les families completes de mes camarades. » {QJA, p. 302) 
et ne renonce jamais a son gout pour la nature sauvage, pour la maison qui Ta vue devenir 
femme. Celle-ci acquiert parfois des traits humains : personnifiee, la maison est une autre 
heroine du roman, une protagoniste qui ne deviendra jamais un personnage secondaire, mais 
une membre de la famille, de la tribu : « la cinquieme personne de la famille, Taire vivante 
dont nous sommes les quatre coins. » {QJA, p. 98), un espace heterotopique. Selon Michel 
Foucault 12 , Tespace heterotopique est different de Tespace utopique, puisque ce dernier n’est 
pas concret, n’offre pas la possibility physique et realiste de s’y identifier. C’est un endroit qui 
heberge l’imaginaire, un espace propre au moi intime, qui puisse s’y retrouver et s’y definir. 

La maison personnifiee n’est pas un personnage passif du roman, mais il devient 
l’ennemi declare de Maurice : « La Fouve, pour lui, c’est l’ennemie, ou je suis retenue, ou il 
est oblige de s’encombrer de Berthe et de Nathalie. » {QJA, p. 241) Bien plus qu’un personnage 
quelconque, la Fouve devient une raison de vivre, une oasis, le paradis que la protagoniste ne 
veut jamais perdre et duquel elle ne pourra jamais s’eloigner. 

Finalement, devenue mere d’une enfant qui assure la perpetuation du lignage de la 
« tribu des femmes » {QJA, p. 307), Isa choisit de renoncer a l’amour en faveur de la Fouve et 
de continuer a vivre dans sa vieille maison, devoree par les souvenirs. L’oubli est une utopie, 
les souvenirs ne peuvent pas s’effacer, mais suivant l’exemple archetypal de la Fouve, elle 
s’attache au vrai bonheur, a la protection de la Terre dont elle est le produit. « Je n’oublie rien. 
Mais je me garde, comme se garde ma Fouve, devoree autant que defendue par ses halliers de 
ronces et de souvenirs. » {QJA, p. 315) L’eternel bien-etre, la jouissance authentique et 


12 Voir a ce propos Michel Foucault, Les Heterotopies - Le Corps Utopique, Paris, Editions Lignes, 2009. 
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pemianente ne peuvent pas se trouver, pour la protagoniste du roman, nulle autre part qu’au 
bord de l’Erdre, dans le domaine de la Fouve, Isa regagne ainsi les traits qui la font ressembler 
a Diane. 

Somme toute, le mythe de Diane, symbole de la chasse, de la force physique et de la 
chastete devient un repere incontoumable dans le roman. D’une part, la protagoniste, Isa 
Duplon, subit une evolution : elle descend de son piedestal en renongant au monde sauvage, 
aux traits de chasseresse, a la purete et a la naivete au detriment de la simplicite du monde 
habituel et a la platitude de l’amour. Neanmoins, a la fin du roman, elle tourne le gouvemail 
de sa vie en refusant le manage et la vie citadine pour ne pas trahir son domaine. Isa, la jeune 
rousse, la jeune sauvage ne sera plus l’amante de Maurice, mais la maitresse de la nature 
sauvage, a laquelle elle revient pour y vivre toute sa vie. 

La deesse Gaia, autre figure mythologique dont on fait reference dans le roman, 
symbolise la Terre et, conformement au Dictionnaire de mythologie grecque et romaine, elle 
la personnifie: « Selon la cosmogonie hesiodique, Gaia personnifie la Terre en voie de 
formation » 13 . Apres Chaos, elle emerge un jour du neant et donne naissance a un premier fils, 
Ouranos avec lequel va former le premier couple divin, mettant au monde une generation de 
dieux et de monstres : les Titans, les Titanides, les Cyclopes, les Hecatonchires, les divinites 
marines - dont Neree et Thaumas. 14 II lui est reconnue une grande importance par L ’Hymne 
homerique, qui l’appelle la mere universelle, celle qui donne aux cites la richesse et la 
prosperite aux families : « c ’est par toi que naissent les beaux enfants et les fruits savoureux ». 15 
Dans les Tragiques, elle apparait plutot comme une divinite de la mort, une Gaia chtonienne. 
Elle acquiert, done, un triple caractere : deesse tres sainte, protectrice des serments - deesse 
mere et nourrice universelle - divinite chtonienne. Plus tard, le peuple a commence a celebrer 
des fetes dediees a la deesse de la Terre : les offrandes a Gala paraissent avoir consiste surtout 
en libations, fruits et fleurs ; dans certains cas, son culte comporte des sacrifices sanglants. 16 

La deesse represente done la terre, symbole qui est au centre du roman Qui j ’ose aimer. 
En ce qui concerne le symbolisme de la terre en general, celle-ci renvoie a la feminite et a la 
matemite justement a cause de la fertilite du sol. Elle est vue comme une matrice, un lieu de 
gestation d’ou peut surgir la vie. Au niveau psychologique, le symbole de la terre peut servir a 


13 Joel Schmidt, Dictionnaire de mythologie grecque et romaine, Paris, Librairie Larousse, 1965. 

14 Ibid. 

15 Pierre Lavedan, Dictionnaire illustre de la mythologie et des antiquites greques et romaines, o.c., sv Gaia. 

16 Ibid. 
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reveler les relations entre le moi conscient et l’inconscient. 17 Dans cet ordre d’idees, la terre 
joue dans le roman un role d’importance majeure, car elle entraine le personnage dans un 
combat contre tout endroit, autre que le domaine de la Fouve. Ce conflit se prolonge parfois 
jusqu’a l’interieur du personnage en soulignant l’indecision de cet etre inquiet et bouleverse 
par l’embarras du choix. 

Isa vit avec sa famille dans cette vieille maison, qui est vue comme un espace sacre et 
qu’elle ne desire point changer « je n’en reve pas d’autres » (QJA, p. 17) d’autant plus qu’elle 
dit a un moment donne : « Le matriarcat de La Fouve [...] me semblait une oasis » (QJA, p. 
25) A bonne raison on a fait une liaison entre le fils de la deesse primordiale Gaia, celui qui 
trouvait sa force dans le contact direct et ininterrompu avec la Terre-Mere 18 et Isa, qui trouve 
dans le cadre naturel de La Fouve la force de lutter contre la tentation qui la pousse vers 
Maurice, son beau-pere. Mais cet oasis deviendra plus tard, paradoxalement, un espace clos, 
ferme, dont les grilles ne peuvent etre transgressees que par T amour, un amour incestueux qui 
fera la jeune fille ceder a la tentation. La passion qu’elle eprouve pour Maurice est soutenue 
par la deesse meme qui con^oit Les Titans de son union avec Fun de ses fils. 

L’humus et ce desir de le sentir sous les pieds nus, nous menent vers l’inclination de 
prouver son importance primaire, de le considerer le centre de cette terre qui renforce l’homme 
bazinien. On voit bien que l’interieur du bureau, la ville et tout ce qu’elle offre ne satisfait pas 
les desirs de liberte de l’hero'ine. Tout au contraire, elle ressent le manque d’air, d’horizon et 
de mouvement. L’espace ferme ne peut pas mettre a sa disposition l’independance et le pouvoir 
qu’elle ressent lorsqu’elle se voit entouree de bois ou de feuilles mortes. II y a done des cas ou 
la jeune fille eprouve des sentiments d’emprisonnement et veut s’en echapper a tout prix. Son 
refuge devient la nature, en contact avec la terre qui lui offre la protection necessaire et qu’elle 
ne peut trouver nulle autre part. L’amour n’arrive pas a la faire se sentir a l’abri de l’ennui 
provoque par un environnement detruit par l’anthropisation. 

La nature represente la purete, la renaissance de 1’esprit, 1’endroit ou le moi interieur 
retrouve son identite perdue. Chez les personnages baziniens il y a toujours un espace de 
refuge : si pour Isa on observe la nature sauvage, pour Brasse-Bouillon ce sont les toits de la 
Belle Angerie « Je ne sais pas pourquoi, mais, perche tout la-haut, je me sens tout autre. 


17 Article Maternite, fertilite etfermete, consulte en ligne sur le site http://www.interbible.org le 22 avril 2015. 

18 Anca Rus, Poetique de l’espace chez Herve Bazin et Jean Rouand , Editions Casa Cartii de Stiinta, Cluj-Napoca, 
2011, p. 15. 
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Dominant les toits bleus de La Belle Angerie et uniquement domine par le vent d’ouest ou les 
ramiers qui tournent longuement autour de leurs nids, je me detache de ma vie. » (VAP. p. 212), 
affirme le personnage. Le detachement d’une vie pleine de contraintes imposees par une mere 
autoritaire suppose le desir de dominer le monde, ce que 1’auteur arrivera a faire a travers 
l’ecriture. Encore plus tard, l’auteur entre dans la peau de son personnage, en presentant sa 
conception sur l’ecriture : 

Tomber vers cet avenir, maintenant proche, ou je pourrai me planter tout seul dans la 
terre de mon choix, les ventres de mon choix. Sur le point de choisir ma fa 5 on de pourrir, 
puisque, pourrir, c’est germer, done vivre...Sur le point de choisir ma pourriture vivante, que 
ce soit l’amour ou que ce soit la haine, comme je suis infiniment pur ! (VAP, p. 212) 

Le vent rend la meme purete de l’esprit que l’eau dans le cas d’Isabelle. Si apres avoir 
couche avec son beau-pere, elle purifie son corps dans l’Erdre, image d’un nouveau bapteme, 
Jean Rezeau choisit les toit de sa maison, l’endroit le plus haut possible, espace de la liberte, 
qui rend la purete de Lame. Mais cette chastete ne concerne pas seulement l’esprit, sinon 
l’ecriture aussi: de ce point de vue, l’oeuvre litteraire represente la quinte essence, le produit le 
plus raffine et filtre. A ce propos, Herve Bazin entame une ecriture qui s’oblige a etre pure, 
travaille, bien soignee, tout comme 1’affirme Guillaume Apollinaire dans son recueil Alcools. 
Ainsi, tout comme le vin est le produit des raisins qui supposent un certain delai pour que de 
la germination resulte ce qu’il y a de plus pur, 1’oeuvre litteraire demande un travail qui dure, 
mais qui aboutit vers l’esthetique. Le roman est un art poetique, une ecriture produite pour 
satisfaire le gout pour la beaute, un artifice de grace qui vise le sublime. C’est la raison pour 
laquelle, dans les moments de travail, Herve Bazin s’enfermait dans sa chambre sans recevoir 
personne. C’est un certain regresus ad uterum, une periode d’incubation exigee par l’ecriture. 
Et alors, de meme que Jacques Godbout 19 , ecrivain quebecois, Herve Bazin se rend compte 
qu’il n’y a pas d’espace intermediate : vivre ou ecrire, il faut bien faire le choix entre les deux. 

Pour l’ecrivain, de meme que pour la protagoniste de Qui j’ose aimer, la maison, en 
tant qu’espace clos, elle est importante telle quelle, mais aussi a travers la nature qui l’entoure : 
« La Fouve, c’etait, ce sera toujours pour moi, d’abord La Fouve du matin, a Fair plus dense, 


19 Dans son roman Saint Galarneau, publie en 1967, Jacques Godbout choisit un personnage ecrivain qui est en 
train d’ecrire un roman. L’ecriture est une mise en abyme, car elle contient deux cahiers, tout comme le narrateur 
envisage a faire et de meme qu’Andre Gide dans ses Faux-Monnayeurs. A la fin de son roman, trahi par sa bien- 
aimee, il se rend compte qu’on ne peut pas ecrire et, a la fois, vivre sa vie, raison pour laquelle il exprime son 
choix de vecire, mot-valise qui contienne les deux : « J’ai des visions comme pa :ou tu vis, ou tu ecris. Moi, je 
veux vecrire. » Voir, a ce propos, le roman Salut Galarneau, Paris, Editions du Seuil, 1967, coll. « Points ». 
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aux murs, aux arbres plus ramasses sur eux-memes et comme retrecis, ramenes a la portee de 
la main, a la longueur du regard... » (QJA, p. 105) C’est vraiment la volonte supreme qui 
protege T integrity et l’harmonie de sa lignee. Par consequent, la Terre-Mere nourrit et protege 
ses fdles, tout comme le fait Gai'a avec Zeus. Mais, en echange, la deesse leur impose sa dure 
loi de la feminite qui doit etre gardee pure. 

Toutes ces images qui renvoient a la nature et, en particulier, a la terre font preuve d’une 
profonde liaison du personnage avec la Terre-Mere. En tant qu’image de la deesse Gaia, Isa vit 
dans un accord parfait avec les rythmes de la terre, qui a le pouvoir de decider le sort des 
personnes qui y vivent. C’est la raison pour laquelle la protagoniste n’arrive pas a s’echapper 
de ses racines et refuse l’amour, sentiment qui ne fera que T eloigner de ses origines. 

Le penchant d’Herve Bazin pour la mythologie est trahi, comme Ton a deja vu, par le 
grand nombre de personnages mythologiques dans son oeuvre. Cependant, les ressemblances 
ne sont pas seulement de nature directe, mais aussi indirecte : ainsi, tout comme le heros 
civilisateur des mythes anciens (Satume chez les romains, Cronos chez les grecs, Kukulcan 
chez les mayas, Osiris en Egypte et ainsi de suite), Tecrivain se propose de faire un don a 
Thumanite et il le fait a sa maniere : c’est avec son oeuvre, il propose, de la sorte, une alternative 
a la vie amere, une issue de secours du quotidien. A la rigueur, la vie meme de Tecrivain 
s’appuie sous le signe de la mythologie. Du chaos primordial est issu le couple geniteur : Paul 
et Jacques, qui donnent naissance a Thumanite, identifiee dans la figure des trois freres. La 
colere des dieux s’abat contre ces derniers qui, sans le savoir, les provoquent par leur simple 
presence. La punition est, alors, imminente, regardee comme symbole du deluge. C’est apres 
nombreux annees que la guerison arrive, dans la personne de Tecrivain qui offre son don 
civilisateur au monde. 

Finalement, en employant le mythe, Tauteur ne fait que transformer son recit dans une 
oeuvre dont le seul but serait la production de la catharsis. De cette fujon, Herve Bazin munit 
ses personnages d’une valeur authentique qui rend la beaute de son style. 
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CLOTHING AS A MEANS OF COMMUNICATION 
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Abstract: Clothing is the most visible fashion elemen t, having multiple and diverse meanings. Yet, the 
rich symbolism of clothing is not visible unless it is in troduced within the social and cultural context of 
a certain period of time. Its roots can be found within the implicit and explicit codes of its various 
presentation ways: texts, fashion magazines, fashion shows. What we thus observe is that there is no 
innocent description within a text a fortiori within a literary one. On the one hand, the semiologists 
worked out the communication codes of clothing, the code breaking of their significations, with Roland 
Barthes being a mandatory reference in this domain and although the system proposed by him is not 
always functional when it comes to literary texts, his analysis helps to peer into the different meanings 
of clothing and their effects. On the other hand, sociologists approach this subject from a different 
perspective, emphasizing the creativity, the originality and the communication impact of fashion in 
general and of clothing in particular. In the paper at hand we will go about clothing description in 
some of Emile Zola’s novels, where we can see that his clothing descriptions are a mixture between 
semiotics, sociology, linguistics and literature, with an emphasis on the mentality and even the ideology 
of a society. 

Keywords: clothing, description, Zola, 19 th century, Barthes 


Pour une semiotique du vetement 

La perspective theorique de Roland Barthes dans son livre Systeme de la mode 1 se fonde 
sur trois concepts centraux, herites de la linguistique saussurienne, le signifie, le signifiant et 
le signe. Dans le sillage de la reflexion systematique barthienne, le systeme rhetorique de la 
mode comporte trois petits (sous)systemes rhetoriques distincts par leur objets : «une 
rhetorique du signifiant vestimentaire (poetique du vetement), une rhetorique du signifie 
mondain, qui est la representation que la Mode donne du « monde » et une rhetorique du signe 


1 Roland Barthes, Systeme de la mode, Paris, Editions Du Seuil, 1967. 
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de Mode ». 2 Ceux-ci ont en commun « un meme type de signifiant et un meme type de 
signifie » 3 , l’un est denomme par Barthes I’ecriture de Mode et l’autre I’ideologie de Mode. 

Se rapportant au livre du semiologue frangais, le sociologue Frederic Godart constate 

que : 

la mode constitue pour Barthes un systeme coherent de signes qui peut etre analyse en 
utilisant des outils generalement utilises pour 1’analyse des langages. L’analyse de Barthes 
porte sur la mode telle qu’elle s’ecrit et se decrit dans les magazines de mode, non sur les 
vetements eux-memes. 4 

Dans le cas de la mode, vu ses changements permanents, il y a plusieurs niveaux de 
signifiants et de signifies et la dynamique des signes est tres specifique pour chaque groupe 
social, en fonction de raisons financieres, professionnelles, culturelles, etc. 

C’est toujours Barthes qui considere le vetement un objet de communication aussi, tout 
comme la nourriture, les gestes, les comportements ou la conversation. 

Le vetement est l'un de ces objets de communication, comme la nourriture, les gestes, 
les comportements, la conversation, que j'ai toujours eu une joie profonde a interroger parce 
que, d'une part, ils possedent une existence quotidienne et represented pour moi une possibility 
de connaissance de moi-meme au niveau le plus immediat car je m'y investis dans ma vie 
propre, et parce que, d’autre part, ils possedent une existence intellectuelle et s'offrent a une 
analyse semantique par des moyens formels 5 

Dans la perspective du vetement comme objet de communication, comme porteur de 
signes et de symboles, nous trouvons opportun de nous arreter egalement sur 1’etude de 
Marieke de Mooij qui met en question dans son livre, « Global Marketing and Advertising - 
Understanding Cultural Paradoxes » la liaison entre la culture et le langage, de deux points de 
vue : le langage qui influence la culture et le langage comme expression de la culture. Ces deux 
perspectives peuvent etre appliquees egalement dans le cas du phenomene vestimentaire, car 
la mode represente une composante de la culture materielle d’un peuple. 

Dans le premier cas il s’agit du fait que le langage n’est pas seulement simple outil pour 
decrire un certain evenement mais aussi pour le modeler. A l’aide du langage, des choses 
simples peuvent etre transfonnees en art. Le fond est moins important que la forme. Selon nous, 


2 Ibid., p. 229. 

3 Idem. 

4 Frederic Godart, Sociologie de la mode, Paris, Collection Reperes, La Decouverte, 2010, p.87. 

5 Roland Barthes, 1967, p.45. 
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cette theorie s’applique aussi dans le cas des textes de mode, specialement dans le cas des 
descriptions vestimentaires. Grace au langage, les vetements sont mis en valeur. Un simple 
pantalon peut etre transforme en une oeuvre d’art et celui qui le porte en un individu raffine, 
possedant un gout recherche, preuve aussi d’un certain statut culturel. Si on se rapporte au texte 
litteraire et de mode, on ne saurait eluder le role du langage y compris dans 1’evolution de la 
mode. Roland Barthes parle d’un texte de mode metaphorise a ses origines que l’on retrouve 
plutot dans l’ecriture litteraire. Le role de la metaphore dans le texte de mode est de 
« transformer une unite semantique usuelle (done conceptuelle) en contingence apparemment 
originale (meme si cette contingence renvoie theoriquement a un stereotype)». 
6 Deuxiemement, le role le plus important du langage est de refleter la culture. Le langage 
exprime toutes les manifestations de la culture et les valeurs culturelles d’une societe. Ainsi, 
on pourrait affirmer que le langage de mode est a son tour un miroir pour la culture specifique 
a une certaine epoque. Comme le paysage est le signe universel de la nature 6 7 on peut considerer 
le vetement le signe universel de la mode. 

La fonction de communication du vetement est la plus importante dans la transmission 
culturelle. Les autres fonctions du vetement comme la protection contre le firoid ou la chaleur, 
la pudeur ou la capacite du vetement de magnifier le corps (on pense, par exemple, aux talons 
qui conferent de la hauteur, aux ceintures qui mettent en evidence la taille ou aux divers 
accessoires voues a embellir la tenue) sont moins parlantes mais tout aussi importantes. 

A lire les romans de Zola on s’aper^oit de la presence des descriptions des tenues 
feminines dans la societe bourgeoise du temps. D’ailleurs l’apparition des revues de mode a 
alimente le gout des femmes pour leurs vetements ce qui de nos jours est devenue une veritable 
industrie. 

Le vetement dans quelques textes zoliens 

Reiterons l’idee ci-dessus, notamment que le vetement, 1‘element materiel le plus 
visible de la symbolique de la mode, est porteur de sens multiples et diversifies. Cette 
symbolique de la mode ne s’envisage qu’au moment ou le vetement est insere dans le contexte 
social et culturel de 1’epoque et retrouve ses racines dans les codes explicites et implicites 


6 Ibid., p. 249. 

7 Roland Barthes, L ’ancienne rhetorique , Paris, Communications, no. 16, Le Seuil, 1970, p. 208. 
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contenus par la presentation de la mode soit dans la litterature, dans les revues de mode ou dans 
d’autres milieux de communication. 

Par le vetement nous apprenons la culture d’un peuple. Le vetement parle de la fortune, 
du statut social, du pouvoir, des habitudes, de l’epoque, de la vie des gens au quotidien. Le 
texte zolien se prete a une analyse sociologique aussi, vu la variete des personnages sur le 
vetement desquels il s’attarde : ici la bourgeoisie (madame Desforges), la une vendeuse 
(Denise), ailleurs une courtisane (Nana). 

Pour illustrer le role du vetement de sous-tendre le niveau financier, la fortune d’une 
personne nous pensons aux tenues extravagantes de Renee, l’heroine du roman La Curee. La 
maniere de decrire de Zola nous aide a imaginer la tenue et a nous transposer dans la peau du 
personnage : 

Elle avait une toilette prodigieuse de grace et d’originalite, une vraie trouvaille qu’elle 
avait faite dans une nuit d’insomnie, et que trois ouvriers de Worms etaient venus executer 
chez elle, sous ses yeux. C’etait une simple robe de gaze blanche, mais garnie d’une multitude 
de petits volants decoupes et hordes d’un filet de velours noir. La tunique, de velours noir, etait 
decolletee en carre, tres bas sur la gorge, qu’encadrait une dentelle mince, haute a peine d’un 
doigt. Pas une fleur, pas un bout de ruban ; a ses poignets, des bracelets sans une ciselure, et 
sur sa tete, un etroit diademe d’or, un cercle uni qui lui mettait comme une aureole. 8 

L’appartenance de Renee a une famille tres riche se pergoit dans les tissus couteux de 
ses robes, dans l’importance accordee au detail, aux accessoires. Le fragment ci-dessus est une 
description vestimentaire subtile, nuancee grace aux epithetes et autres figures, mais en meme 
temps c’est une description qui preserve 1’illusion referentielle du contexte historique social et 
culturel de l’epoque. Nous pourrions affirmer que Zola nous offre une phonographic de 
« l’objet » presente. II s’agit d’une description representative 9 qui vient confirmer le credo de 
Zola concemant la description : « le but a atteindre n’est plus de conter, de mettre des idees ou 
des faits au bout les uns des autres, mais de rendre chaque objet qu’on presente au lecteur dans 
son dessin, sa couleur, son odeur, l’ensemble complet de son existence » 10 La fonction 
mathesique de la description est representee par les savoirs de l’auteur issus de ses enquetes, 
de sa mise « a l’ecole de la science », autant de desiderata que Zola exprimait souvent. 


8 Emile Zola, La Curee, Lausanne, Editions Rencontre, 1960, p.194. 

9 Jean Michel Adam, Andre Petitjean, Le texte descriptif Paris, Editions Nathan, 1992, pp. 25-60. 

10 Emile Zola, Les Romanciers naturalistes - edition argumentee, Format Kindle, Editions Anvensa, 2014, p.167. 
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Toujours au niveau du signiliant (cf. Barthes) on a affaire a une tenue vestimentaire qui 
comporte plusieurs pieces (une robe, une tunique) specifiques pour la mode de l’epoque. Le 
signific renvoie a 1’atmosphere creee autour de la toilette, la fascination exercee sur un public 
avise, apte a apprecier les petits details aussi. La curiosite du lecteur est eveillee des le debut 
(« toilette prodigieuse de grace et d’originalite », « trouvaille qu’elle avait faite dans une nuit 
d’insomnie »). On apprend que la tenue a ete executee chez Renee par des ouvriers, des 
couturiers, ce qui marque en outre la specificite de l’ancien commerce ou les tenues etaient 
individualisees, personnalisees. Au niveau textuel on retrouve des figures de styles qui 
embellissent la description et qui fournissent des details « petits volants decoupes et brodes », 
« un velours noir », « une dentelle mince », « un etroit diademe d’or ». 

Mais si nous continuous a decrypter le signifie mondain, c’est-a dire la representation 
du monde que donne la mode (cf. Barthes) nous apprenons egalement outre 1’ extravagance des 
riches, le travail dur des trois ouvriers releguees dans l’anonymat et qui executent par une 
remuneration derisoire cette « oeuvre d’art ». 

Grace a son caractere communicationnel, le vetement et la mode en general peuvent 
etre consideres comme moyens de se renseigner sur la culture d’un peuple. Les romans de Zola 
nous presentent par les descriptions vestimentaires les habitudes des gens dans la deuxieme 
moitie du XEX e siecle, nous parle de leurs gouts et de leurs loisirs (les spectacles, les fetes, les 
reunions ou ils vont, ce dont ils y parlent, leurs conversations) voire de leurs frequentations. 
Renee par exemple participe a tous les evenements mondains de la ville et ses tenues 
represented une reference pour la mode parisienne «les joumaux parlent de chacune de tes 
robes nouvelles comme d’un evenement de la demiere gravite » u . L’aiguisement des gouts le 
long du siecle temoigne progressivement d’une nouvelle conception de la beaute vestimentaire 
visant l’ampleur des robes, la charge des details et accessoires. La naissance de la bourgeoisie 
facilite le developpement de la mode dans cette periode, comme on peut le constater a travers 
les depenses toujours plus elevees pour la tenue non seulement feminine. 

Dans les descriptions zoliennes l’ecart entre les classes sociales est tres visible. Si on 
pense a Denise la protagoniste du roman Au bonheur des dames et a sa robe « de laine usee par 
la brosse, raccommodee aux manches » 12 et a une robe parmi les dizaines que possede 
Renee « blanche de tulle bouillonnee, semee de noeuds de satin, les basques du corsage de satin 


11 Emile Zola , La Curee, 1960, p.38. 

12 Emile Zola, Au bonheur des dames, Lausanne, Editions Rencontre, 1961, p. 124. 
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se trouvaient encadrees d’une large dentelle de jais blanc » 13 nous n’avons pas besoin d’autres 
explications afin de comprendre de quelle classe sociale sont issues. Cette difference entre les 
classes sociales est d’autant plus visible dans une periode ou la classe moyenne est presque 
inexistante. II est par consequent rare de trouver des descriptions de vetements pour des gens 
comme Mme Sidonie dans La Curee. L’absence de preoccupation pour la tenue, au fond 
absence de coquetterie, attire le regard critique, negatif des autres, au point de lui enlever toute 
feminite. Retenons aussi la comparaison desobligeante de sa robe (a noter les epithetes 
negatives « limee aux plis, fripee et blanchie par l’usage) avec les robes d’avocats usees sur la 
barre, et encore les « accessoires » chapeau, souliers, panier. 

On a parle dans le cas de Zola d’un aspect synesthesique de ses descriptions 
vestimentaires associant la couleur au son, tel ici le syntagme « elle trottait par les rues qui fait 
entendre le bruit de sa demarche » : 

Mme Sidonie avait trente-cinq ans ; mais elle s’habillait avec une telle insouciance, elle 
etait si peu femme dans ses allures, qu’on l’eut jugee beaucoup plus vieille. A la verite, elle 
n’avait pas d’age. Elle portait une etemelle robe noire, limee aux plis, fripee et blanchie par 
l’usage, rappelant ces robes d’avocats usees sur la barre. Coiffee d’un chapeau noir qui lui 
descendait jusqu’au front et lui cachait les cheveux, chaussee de gros souliers, elle trottait par 
les rues, tenant au bras un petit panier dont les anses etaient raccommodees avec des ficelles. 14 

Citons par contraste la figure de Renee soucieuse de sa tenue : sa pose temoigne de 
l’estime de soi que lui donne, dans une societe hierarchisee l’habit aussi : « Renee, lentement, 
s’etait adossee au socle de granit. Dans sa robe de satin vert, la gorge et la tete rougissantes, 
mouillees des gouttes claires de ses diamants, elle ressemblait a une grande fleur, rose et verte, 
a un des nympheas du bassin, pame par la chaleur ». 15 

L’absence de descriptions des tenues des enfants ou des femmes simples voire pauvres 
parle de la marginalisation de ces segments sociaux, (f enfant meme dans les couches aisees 
n’est pas encore valorise) ce qui allait etre recupere au siecle suivant par l'apparition du pret-a- 
porter, des magasins bon marche, a cote des boutiques de luxe. 

Comme phenomene nouveau, anticipant les changements des temps a venir, se signale 
l’engloutissement des petits commerganls par les representants du nouveau commerce : la 
bourgeoisie prend naissance, s’enrichit (voir l’apparition de nouveaux phenomenes, les 

13 Emile Zola, La Curee, 1960, p.320. 

14 Ibid., p.100. 

15 Ibid., p.83. 
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banques la speculation) et le classement social change ainsi de visage. II en resulte aussi le 
desir d’enrichissement et le grand nombre de mariages realises en fonction de dot (voir 
l’exemple du manage entre Renee et Aristide Saccard). On peut, dans ce cas-la, considerer le 
vetement comme un masque social, qui comine tout masque cache quelque chose (la pauvrete 
par exemple) et exhibe quelque chose (1’opulence). 

Le vetement est aussi un signe visible du changement du statut social, d’une evolution 
du personnage. On pense ici a Nana, la fille de Gervaise et de Coupeau dont on fait la 
connaissance pour la premiere fois dans L ’Assommoir. Ici elle mene une vie de rnisere, mais 
elle reussit a depasser sa condition dans le roman eponyme. A cet egard ses tenues deviennent 
plus raffmees et elaborees. Sur l’hippodrome de Longchamp, rendez-vous mondain, a 
l’occasion du Grand Prix, Nana entouree par tous ses pretendants se fait remarquer et ressent 
la jalousie des femmes aussi par sa tenue : 

Elle portait les couleurs de l’ecurie Vandeuvres, bleu et blanc, dans une toilette 
extraordinaire : le petit corsage et la tunique de soie bleue collant sur le corps, releves derriere 
les reins en un pouf enorme, ce qui dessinait les cuisses d’une fag on hardie, par ces temps de 
jupes ballonnees ; puis, la robe de satin blanc, les manches de satin blanc, une echarpe de satin 
blanc en sautoir, le tout orne d’une guipure d’argent que le soleil allumait. Avec ?a, cranement, 
pour ressembler davantage a un jockey, elle s’etait pose une toque bleue a plume blanche sur 
son chignon, dont les meches jaunes lui coulaient au milieu du dos, pareilles a une enorme 
qu’elle de pods roux. 16 

L’elegance de Nana, puisqu’il s’agit d’une courtisane, vise sa lingerie plus intime, ses 
chemises de nuit « gamie de dentelles » 17 en outre tenues par lesquels elle veut seduire. 

Lorsque Zola veut montrer le revers de la vie d’une courtisane, il va s’attarder sur un 
moment filtre par 1’abandon de souci dans la tenue vestimentaire qui n’est pas moins revelateur 
d’une beaute et bonte naturelles : 

Dans sa robe de foulard blanc, legere et chiffonnee comme une chemise, avec sa pointe 
d’ivresse qui la palissait, les yeux battus, elle s’offrait de son air tranquille de bonne fdle. Les 
roses de son chignon et de son corsage s’etaient effeuillees ; il ne restait que les queues. 18 

Le vetement est a meme de marquer l’inscription du personnage dans la temporalite. 
Denise evolue du point de vue social le long du roman Au bonheur des dames. Cette evolution 

16 Emile Zola, Nana, Lausanne, Editions Rencontre, 1960, p.348. 

17 Ibid., p.229. 

Ibid., pp.139-140. 
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est perceptible egalement a travers des descriptions vestimentaires inserees dans le roman ou 
sa robe de laine du debut est remplacee par la robe de soie, l’unifonne des vendeuses, allant 
vers l’affmement du gout lors de ses conseils pour les femmes auxquelles elle est censee vendre 
des tenues. 

Si nous pensons aux costumes de theatre et au role de Venus joue par Nana on peut 
parler egalement du vetement comme modalite de se cacher derriere un masque, de changer 
d’identite. Le lecteur decouvre Nana la jeune fdle de dix-huit ans qui joue le role de La blonde 
Venus, operette qui parodie la mythologie greco-latine, au theatre des Varietes « dans sa 
tunique blanche de deesse, ses longs cheveux blonds simplement denoues sur les epaules » 19 . 
L’innocence specifique a cet age remplacee par une sorte de vulgarite le long du roman, 
vulgarite qui se retrouve dans les plaisirs qu’elle apprecie et qu’elle recherche, dans ses gestes, 
bref sa conduite a l’egard de ses vetements. 

Un des plaisirs de Nana etait de se deshabiller en face de son annoire a glace, ou elle 
se voyait en pied. Elle faisait tomber jusqu’a sa chemise ; puis, toute nue, elle s’oubliait, elle 
se regardait longuement. C’etait une passion de son corps, un ravissement du satin de sa peau 

et de la ligne souple de sa taille, qui la tenait serieuse, attentive, absorbee dans un amour d’elle- 

„ 20 

meme. 

Tous les indicateurs sociologiques des personnages comme le niveau social, la fortune 
ou le pouvoir qu’on retrouve dans les descriptions vestimentaires zoliens constituent le signifie 
du texte et aident a mettre en valeur le signifiant qui est le vetement sous differentes formes 
(robes, jupes, tailleurs, chemises etc.) 

Conclusion 

Nous avons signale quelques-unes des multiples connotations de la « robe ecrite » dans 
le texte zolien. Des chercheurs se sont penches sur les textes de Balzac, signalant bien avant 
Zola la preoccupation de l’auteur pour l’aspect vestimentaire de ses heroines comme signe de 
leur statut social et de tout ce que cela implique : argent, gout, mentalite, culture.. .Ce que Zola 
reussit a faire grace aux descriptions vestimentaires c’est de donner une idee de la societe de 
son temps. On pourra, en comparant les descriptions des deux ecrivains, mesurer les 
changements rapides survenus dans une societe si dynamique que celle du XIX e siecle. Les 


19 Ibid., p. 42. 
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romans naturalistes et/ou realistes egalement valorisent la problematique du vetement dans le 
contexte d’une stratification sociale tres evidente. La societe reste stratifiee de nos jours aussi, 
d’ou l’actualite du sujet. Loin d’epuiser le sujet, ces quelques exemples presentes ci-dessus 
sont une invitation au decodage des multiples connotations que le vetement peut communiquer. 
On dit que l ’habit fait l ’homme et ce n’est pas au hasard si les auteurs y accordent une telle 
importance. Le vetement et la mode font partie de nos vies depuis toujours, ils changent avec 
chaque epoque, mais en meme temps les raisons qui decident de leur utilisation restent les 
memes. 
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Abstract: Ion Heliade Radulescu was an important personality in the 19th century, hall¬ 
marking the literature of that time, on the one hand, and the language, on the other hand. His 
literary creation is extremely valuable due to the fact that he tapped various subjects and 
literary genres. Moreover, being a romantic writer, Heliade was a pioneer in the Romanian 
literature because his poetic work was one of the ways wherethrough the Romanticism not only 
got into our literature but also it managed to assert. 

Keywords: Romanticism, poetry, patriotism, lyrism, modernization 


1. Ion Heliade Radulescu si romantismul pasoptist 

Ion Heliade Radulescu (1802-1872), supranumit si un om al timpurilor noi, a fost un 
reprezentant de seamS al generatiei pasoptiste. El a fost un „creator pretutindeni, desfSsurat 
deopotrivS in viatS si in arts, inzestrat cu mari insusiri si cu tot atat de mari cusururi” (Tugui, 
1984, p. 9). 

Pasoptismul reprezintS prima etapS prin care influenta occidentals se manifests in 
cultura romanS, un moment de referintS in procesul modemizSrii civilizatiei nationale, avand 
functii multiple, in primul rand, pasoptismul avea functia de instrument metodologic (de 
periodizare a secolului al XlX-lea intre anii 1830-1860); in al doilea rand, pasoptismul 
reprezenta un concept sociologic, prin ideea de modemizare; in al treilea rand, este vorba de 
conceptul este tic concretizat prin punerea bazelor curentului romantic. Astfel, pasoptistii - 
„oamenii inceputului de drum” - au incercat sS realizeze o sincronizare cu veacul, fSrS a 
renunta la ideea de identitate nationals. Cu alte cuvinte, in perioada pasoptistS se clSdeste 
literatura romanS modemS, schitandu-se identitatea nationals. 

Revenind la conceptul estetic si la ideea de romantism, perioada romantics este o 
perioadS de acumulare, dar si una in care se realizeazS rapid arderea etapelor care se derulau 


1292 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


consecutiv in literaturile occidentale. Romantismul pasoptist, un curent cultural-literar, 
reprezenta, de fapt, o aspiratie colectivS cStre creatie, avand drept caracteristici autohtonismul, 
colorarea nationals (particularizarea), precum si interesul pentru istoria nationals, in plus, 
romantismul romanesc este, de fapt, de tip Biedermeier, o variants degradatS a romantismului 
din Europa anilor 1790-1815. Acesta se caracterizeazS ca fund impur, avand o predilectie cStre 
compromisuri stilistice, dar si cStre valori morale inalte. Conform lui Nicolae Manolescu, 
romantismul romanesc poate sS se incadreze in acest tipar „atat prin eclectismul sSu, cat si prin 
inclinatia cStre forme neradicale si detotalizate, cStre istoric si etnic, cu precizarea cS el 
comports nuante absolut particulare ce se cuvin relevate. Chiar si strict istoric, epoca romantics 
se suprapune la noi acestui al doilea romantism european” (Manolescu, 1997). 

Se poate spune, asadar, cS Ion Heliade RSdulescu este un romantic roman din perioada 
pasoptistS prin prisma faptului cS tendintele acestui curent se manifests intr-un mod mai vizibil 
la el in comparatie cu alti scriitori de la acea vreme. Secolul al XlX-lea se caracterizeazS prin 
inovatii care s-au impus in spatiul cultural romanesc, „a cSror esentS este democratizarea 
culturii” (Tugui, 1974, p. 74), iar in cadrul acestui demers, rolul lui Ion Heliade RSdulescu este 
unul insemnat. 

2. Creatia poetica 

Activitatea lingvisticS a lui Ion Heliade RSdulescu este compusS din douS etape 
distincte. Prima etapS - cea premergStoare anului 1840 - se caracterizeazS prin conturarea unor 
idei valoroase in privinta dezvoltSrii culturii romane, in timp ce a doua etapS - dupS anul 1840 
- se defineste printr-o gandire extremists, scriitorul indreptandu-se cStre italienism. 

George CSlinescu il catalogheazS pe Ion Heliade RSdulescu drept „personalitatea cea 
mai mare a literaturii” (CSlinescu, 1979, p. 159), un scriitor de mare anvergurS cu ajutorul 
cSruia s-au pus temeliile literaturii si culturii romane. Contributia deosebitS in probleme legate 
de limbS si stil 1-a transformat pe Heliade in primul scriitor modern si „pSrintele limbii literare 
pe care o intrebuintSm astSzi” (Tugui, 1984, p. 18). In domeniul literaturii, ideile teoretizate in 
prima parte a activitStii sale 1-au propulsat pe Heliade in pozitia de mentor al intregii generatii 
de scriitori din acea perioadS. Pornind de la ideea iluministS conform cSreia literatura este o 
cale prin care se poate realiza evolutia unui popor, Heliade „a desfSsurat o prodigioasS 
activitate de stimulare a creatiei literare originale” (Heliade RSdulescu, 1969, p. 20). Literatura 
prinde fonnS avand la bazS o realitate sigurS; de aici derivS principiul valori licSrii spccificului 
national al literaturii, stilul literar al unui popor care subordoneazS astfel stilurile individuale. 
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Mai mult decat atat, este necesar ca personalitatea ficcarui scriitor sa se reflecte in operele 
literare. 

Ca scriitor, Ion Heliade Radulescu s-a adaptat specificului literaturii din prima jumatate 
a secolului al XlX-lea, prin urmatoarele aspecte: eliberarea de orice dogma, stabilirea statutului 
spiritual si social al artistului, credinta in idealuri care provin din convingeri democratice si 
umanitare puternice, prin orice mijloace. Prin urmare, Heliade s-a indreptat catre romantism. 
Curentul literar pe care 1-a abordat este insa romantismul de tip Biedermeier, dar „patruns de 
spiritul primului romantism ardent si universalist” (Manolescu, 2014, p. 26). Din perspectiva 
temperamentala, Heliade este un scriitor romantic prin „tumultoasa viata interioara, 
vizionarism, privirea antitetica a lumii, tentatia timpurie a angajarii in bataliile vietii, 
curiozitatea mereu vie in fata misterelor existentei individual si universale” (Tugui, 1984, p. 
130). 

Opera poetica originala a lui Heliade are un caracter modest ca intindere, insa este 
valoroasa prin imboldul creator, prin multitudinea de genuri abordate, dar, mai ales, prin 
asigurarea caii de patrundere a romantismului in literatura romana. Cu toate ca romantismul nu 
a creat o poetica, ci s-a axat pe definirea functiilor poeziei, in opozitie, asadar, cu clasicismul, 
Heliade sesizeaza ca unele dintre aspectele esentiale ale poeziei erau armonia si muzicalitatea 
versurilor. Altfel spus, orice creatie lirica era ca o melodie. El incearca o dcfinitie a poeziei ca 
fiind „cea mai veche dintre toate artele si una dintre cele mai naturale omului” (Popovici, 1977, 
p. 53), iar prin ea ies la suprafata cele mai tainice sentimente ale omului. Poezia avea caracter 
moralizator. in acelasi timp, era si un instrument de creare a unei limbi si a unor modele literare. 
Poezia consta in „descrieri, in sentiment, intru inaltarea duhului si a inimii, si intr-aceeasi vreme 
isi are scaunul sau in armonia vorbelor si marimea limbei” (Heliade Radulescu, 1969, p. 176). 

Apogeul creatiei poetice a lui Heliade a fost atins intre anii 1830-1850; talentul sau 
poetic a fost apreciat din perspectiva ampla a fenomenului literar existent in acea perioada, dar 
s-a diminuat odata cu analizarea fragmentara. Tocmai arderea etapelor si ascensiunea rapida 
intr-un timp scurt sunt raspunzatoare pentru plasarea „cotelor valorice” (Tugui, 1984, p. 129) 
ale poeziei la un nivel ridicat, spre deosebire de proza. Prin comparatie cu Mihai Eminescu, 
succesorul sau, Heliade nu era situat pe o treapta inferioara, ci ambitia si perseverenta de a reusi 
il supuneau la esecuri inevitabile si mult mai sesizabile la acea vreme. 

Heliade aprecia poezia ca arta si credea cu tarie in caracterul ei modelator. Totodata, 
spiritul sau poetic, dar si cel critic s-au dezvoltat pe intregul sau parcurs literar. Scriitor de 
formatie clasica, acesta se simte atras de poezia romantica, insa nu va abandona clasicismul, 
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traducand in continuare operele clasicilor, tocmai pentru a facilita dezvoltarea poeziei in 
literatura noastra romana si pentru a le asigura succesorilor lui bazele unei culturi propice 
scrierii. in ceea ce priveste sursele de inspiratie folosite, opera poetica a lui Heliade urmeaza 
exemple variate: de la Dante la Lamartine si Victor Hugo. Pe de o parte, o latura a poeziei lui 
Heliade este reprezentata de poezia paradisiaca, ideala, in comparatie cu Divina Comedie, 
scriitorul devenind cel mai „dantesc” poet roman (Heliade Radulescu, 1969, p. 267). Pe de alta 
parte, intervine poezia romantica, in doua faze: prima - de inspiratie lamartiniana, importanta 
pentru modemizarea liricii romanesti, iar a doua - de inspiratie hugoliana, care reprezinta, de 
fapt, lupta pentru ideal. Toate aceste modele nu au insemnat altceva decat un punct de plecare 
in stabilirea unor teoretizari care, mai tarziu, vor sta la baza culturii romane in intregul sau 
proces de dezvoltare. Pentru Heliade, cel mai important lucru era sa scrie, o dovada in acest 
sens Hind si indemnul adresat tinerilor scriitori: „Nu e vreme de critica, copii; e vreme de scris; 
sa scrieti cat veti putea si cum veti putea.” 

Cu toate ca, potrivit marturisirilor proprii, Heliade a inceput sa scrie inca din anul 1821, 
poezia heliadista si-a facut debutul odata cu publicarea volumului Meditatii poetice dintr-ale 
lui A. de Lamartine. Traduse si alaturate cu alte bucati originale din D. I. Eliad, in anul 1830, 
iar ulterior, in anul 1836, toate scrierile sale au fost reunite in volumul Culegeri din scrierile 
lui I. Eliad de proze si de poezie, din care cele mai reprezentative scrieri sunt Serafimul §i 
Heruvimul, Visul si O noaptepe ruinele Tdrgovipei. Cele doua volume contin o nota pregnanta 
a liricii lamartiniene, mai ales din punct de vedere al structurii si al ideilor, insa nu se ridica la 
acelasi nivel al modelului de la care pomeste in demersul sau. Sub forma unei meditatii pe tema 
conditiei umane, poezia Serafimul p Heruvimul prezinta, de fapt, existenta aflata sub semnul 
dualitatii divinitatii. Prin aceasta meditatie, Heliade se plaseaza in lirica modema. Visul, una 
din cele mai comentate scrieri ale autorului, apare ca o continuare a poemului anterior, iar 
motivul principal din poezie este viata perceputa ca vis; in acest sens, Heliade este primul 
scriitor care introduce in literatura romana acest motiv, fiind continuat apoi de Mihai Eminescu 
in scrierile sale. Cele mai reusite poezii ale lui Heliade sunt insa cele de inspiratie patriotica, 
un exemplu in acest sens fiind O noapte pe ruinele Tdrgovipei. Aceasta poezie prezinta unul 
dintre motivele specifice liricii pasoptiste: ruinele. Acest motiv era des intalnit la scriitori 
precum Grigore Alexandrescu, C.D. Aricescu sau Vasile Carlova. Totodata, poezia cu tema 
patriotica aducea un suflu nou in epoca. 

Un alt volum reprezentativ este Caderea dracilor, din anul 1840. Dorind sa dezvolte 
creatia poetica avand la baza o schita de plan unitar, aceasta se concretizeaza in anul 1858, in 
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Biblice; in ideea de a crea o istorie a umanitatii, opera cuprindea patru parti ( Biblice, 
Evanghelice, Patria sau Omul social §i Omul individual), sub forma unui poem de mare 
intindere - Umanitatea. 

Capodopera lui Ion Heliade Radulescu este insa balada Zburatorul, care a aparut in 
Curierul Romanesc, in anul 1844. Balada valorifica mitul folcloric al zburatorului, care a fost 
amintit in literatura romana si de Dimitrie Cantemir in Descrierea Moldovei. Zburatorul lui 
Heliade este un motiv premergator liricii abordate de Mihai Eminescu sau George Cosbuc, in 
literatura romana, iar in acelasi timp, se apropie de zburatorul lui Victor Hugo, in literatura 
universala. Creatia lui Heliade este un monolog alcatuit din trei parti (partea I si a Ill-a ca 
balada, iar partea a Il-a ca pastel). Segmentul al II-lea infatiseaza pastelul innoptarii, o tema 
frecventa la romantici. In plus, pastelul reprezinta o combinare a lamartinismului cu eresurile 
populare. 

3. Concluzii 

Ion Heliade Radulescu este un deschizator de drumuri, teoretizarile lui avand un ecou 
putemic atat in domeniul limbii, cat si in domeniul literaturii romane. Contributiile sale in 
literatura au fost dcflnitorii, concretizandu-se sub forma evidentierii, in primul rand, a misiunii 
pe care o are literatura, de fapt: una educativa, moralizatoare. in acelasi timp, Heliade se inscrie 
in romantism intr-un mod persuasiv, devenind un „romantic roman, si anume unul ce si-a 
asumat mari responsabilitati in cultura vremii sale” (Tugui, 1984, p. 81). Heliade ramane o 
figura emblematica a romantismului pasoptist, iar ideile sale modeme s-au dovedit a fi 
triumfatoare. Deschiderea catre noi orizonturi, inteligenta, ambitia, curajul, dar si spiritul 
inovator au facut din Heliade un scriitor total, o „personalitate distincta ce nu se putea naste 
decat in epoca lui” (Tugui, 1984, p. 295); in fond, Heliade este produsul epocii respective. El 
va ramane in istorie drept un ctitor al culturii romanesti, iar intreaga literatura romana modema 
poarta amprenta heliadismului. 
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LANGUAGE AND LITERATURE TEXTBOOKS 
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Abstract: The analysis of the intercultural dimension of the curriculum from the perspective 
of Romanian language and literature has started from the assumption that school needs to 
promote the interest for the reading of the world myths and legends and for the genuine literary 
values. 

As the Antiquity is “a sacred reservoir of models for all eternity ” (Zoe Dumitrescu Busulenga), 
the present paper aims at an investigation of the main themes and motifs of ancient literature 
in the Romanian language and literature textbooks for high school. 

The objective of this undertaking is that of mapping the presence of the reference works of 
ancient literature in textbooks, while tracing its typical and general themes, such as: love, 
sacrifice, vengeance, jealousy, but also the characters’ phenomenology and the identification 
of the “echoes ” of the ancient literature in the Romanian literature. 

To briefly outline the conclusions of the present research, we can assert that the Romanian 
language and literature textbooks feature mixtures of elements which contribute in the 
formation of a single vision of life and creation, by facilitating a vivid intertextual dialogue 
with the cultural consciousness of all times. 

Keywords: ancient literature, mythology, textbooks, reference works, intertextualdialogue 


Our undertaking aims at the identification of the main themes and motifs of ancient 
literature and at the analysis of some literary works with mythical contents presented in four 
high school textbooks of Romanian Language and Literature published by Corint Publishing. 

Setting out from the premise that the school must promote the interest in the reading of 
world myths and legends, we contend that the reflection on the themes and motifs specific to 
ancient literature should be included in the discussion of the textbooks and curricula used at 
the moment. After 1990, Romanian school has been strongly impacted by the changes and 
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periodical revisions of the Curriculum, by the replacement of the unique textbook with the 
alternative ones, and also by the new educational approach to the contents specific to the study 
of Romanian language and literature at the high school level. As it has an important role in the 
formation of the students’ personality and of the skills and abilities necessary for their active 
integration based on knowledge, the subject Romanian language and literature for high school 
students is at present oriented towards the formation of competences, values and attitudes.To 
this effect, the new curricular documents propose the integrated study of language, 
communication and literary texts, while the ordering criterion is no longer chronological but 
anthological. Literary history is no longer taught, but a new chapter, The Dialogue of Arts, has 
been introduced. Another aspect worth mentioning is that the curriculum functions as a 
guideline, the Romanian language and literature teacher having the freedom to select the 
contents, themes and texts to be studied. In the spirit of the new curricular reform, more 
textbooks have been published, as a sign of the democratisation of learning. While the unique, 
traditional textbook used to provide a rigid selection of the contents, the alternative textbooks 
of today offer a permissive selection of the contents, stimulating open interpretations and 
involving the students in the reception of the texts and in expressing their own views, guiding 
them only through succinct methodological scripts determined by the specificities of each 
literary work. The alternative textbooks of Romanian language and literature are closely related 
to the new provisions of pedagogy and modern didactics, which advocate for open learning and 
advance a functional-communicational paradigm, i.e. the assimilation of the interactive 
didactic methods oriented towards the development of the ability of logical and symbolical 
expression. On the other hand, under equal consideration is the adoption of an interdisciplinary 
perspective on literature which allows its understanding in relation to culture and society - an 
objective termed contextualisation. Along these lines, it is highly significant for the Romanian 
school to promote the interest in reading the world myths and legends, in the authentic literary 
values. A high school student in the third millennium should be familiar with mythology, 
should know the primary myths of the Greek-Roman Antiquity and the names of the most 
important gods and heroes, in view of identifying their influence at the level of Romanian 
literature. 

The first writings with a mythical relation are present in the textbooks for primary and 
secondary school, when the pupils are taught literary texts circumscribable to the family theme 
(Amintiri din copilarie/ Memories of My Boyhood by Ion Creanga, Vizita/ The Visit de I.L. 
Caragiale), the theme of love (poems by Mihai Eminescu - Luceafarul/The Evening Star, 
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Dorinta/ Desire, Floare albastra/ Blue Flower) or the game and play theme (Nina Cassian, 
Poezii in limba sparga/Spargian Poems , Pinocchio by Carlo Collodi, Alice in Wonderland by 
Lewis Caroll). Numerous examples of themes and motifs of ancient literaturemay be found in 
the high school textbooks, where the curriculum stipulates that the study of Romanian language 
and literature is made from a structural perspective: in the 9th and 10th form, following the 
thematic principle, in the 11th form, with consideration to the chronological principle of the 
literary-cultural phenomenon, and in the 12th form, oriented towards the modem and 
postmodern periods. 

The literary theme , the general aspect of a literary work, the topic around which the 
entire plot revolves may be related to love, nature, the human condition (life, death, 
happiness, suffering, and existential failure), the fate of the superior man, the creative 
sacrifice, time, history. 

The greatest literary works have always had major themes, important to man and his 
destiny. The present article limits the diversity of these themes to a number of eternal themes, 
such as: love, sacrifice and duty, vengeance and jealousy. The way in which the theme is 
articulated in the text is the literary motif , manifested as a typical situation bearing signification 
and being represented by an object, a phenomenon or a character. 

In order to illustrate the presence of the ancient literature themes and motifs in the 9 th 
form, we have chosen the analysis of a Romanian Language and Literature textbook edited by 
Corint Published, 2004, and authored by Eugen Simion (coordinator), Fiorina Rogalski, Daniel 
Cristea-Enache and Andrei Grigor. The text in focus is Dorin Tudoran’s Tanarul Ulise [Young 
Ulysses], in the second chapter, Varstele omului in dimensiunile artelor: Maturitatea [The 
Ages of Man in the Dimension of Arts: Maturity], the Grupaj liric - Aventura, calatorie 
[Lyrical Group: Adventure, Journey] subchapter. 

Ulysses, the famous mythical character, has entered the substance of many old and new 
literary works, his name being an international cliche inspired from mythology. The phrase 
“Ulysses’ bow” is traced back to Homer’s Odyssey. Penelope, Ulysses’ wife, waited for twenty 
years for her husband who had left for the Trojan War. Crowded by suitors, Penelope promises 
that she will marry the one who succeeds in using Ulysses’ bow. No one does except for an 
unknown man in rags, who is no one else but Ulysses himself, returned from a long journey. 
The phrase signifies someone’s great qualities, talents, unusual gift. 
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The theme of Dorin Tudoran’s poem, Tdnarul Ulise [Young Ulysses ], is the return of 
the beloved. The poem is a mythical frame of love, with references to the characters of the 
Greek epic The Odyssey, Ulysses and Penelope. 

Though he wandered at sea for twenty years in his way to Ithaca after he had taken part 
in the Trojan War, to win back beautiful Helen, Ulysses never lost his faith that he would one 
day return at home, to his wife. Although he faces many obstacles and temptations, either sent 
by the wrath of gods, or stirred by women’s passion, “young Ulysses” ends up near his wife. 
The image of the woman waiting for her husband to arrive from a long journey is rendered by 
the poet by transposing her sentiments into visual and by making her the image-symbol of the 
fire. Dorin Tudoran uses the image of the bird-arrow to emphasise the woman’s state of mind, 
while the burning of the masts may be interpreted as a sign announcing Ulysses’ arrival, but 
also the fire of love. “His faithful masts” become symbols of verticality, and the image of our 
hero is plain oxymoronic: a young Ulysses is presented with “his chest devoured by kelp”, 
youth being subverted by the erosion of the time and the sea. In fact, “the young man” is just 
the image preserved in the woman’s mind, now projected into the future. As a sign of his 
appreciation and to get closer to his faithful wife, the man washes his heart in the waters of the 
sea, as a cleansing from the erotic temptations encountered during his journey: the sirens, with 
Circe, and nymph Calypso. 

If in the Greek epic Ulysses is no longer young when he returns to Ithaca, and his son, 
Telemachus, is now in his youth, in Dorin Tudoran’s poem the hero is “young Ulysses” because 
this is how he remained in the affective memory of his beloved wife. Time has no destructive 
power over true love, and love erases distances, annuls the time and defeats death. 

As for the 10 th form, the Romanian language and literature textbook published by Corint 
in 2005 and authored by Marin Iancu, Ion Balu and Rodica Lazarescu, is, in our opinion, the 
one that suits best the students’ needs, both in contents of learning and methods, as it provides 
an amount of knowledge which contributes to the optimisation of the students’ preparation for 
their bi-annual exams and for the baccalaureate, cultivating their spirit and personality. The 
content of the textbook has been compiled according to a few very important criteria: 
accessibility, attractiveness and value. As the paradigm of the curricula of Romanian language 
and literature is communicational-functional, this textbook proposes an integrated study of 
language, communication, and the literary text. This 10 th form textbook gives room to creation, 
cultivating the aesthetic taste and giving, at the same time, correct information on the history 
of national culture in its evolution and in relation to other cultural models. With consideration 
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to the applicative part, the textbook in question emphasises the major themes and motifs of 
ancient literature. To this effect, we have selected the following application for the Literature 
domain: Mircea Eliade’s La tiganci [With the Gypsy Girls] , in the chapter Textul narativ. 
Intelegere si receptare - Atractia fantasticului [The Narrative Text - Understanding and 
Reception - The Attraction of the Fantastic] and Ion Barbu’s poem Riga Crypto si lapona 
Enigel [King Crypto and Enigel the Lapp] in the chapterTextul poetic. Continut si forma - 
Modernismul extrem [The Poetic Text. Content and Form. Extreme Modernism]. 

Also present in the textbooks published by ALL, CORINT, PETRION, and 
PARALELA 45, the short story Z. <7 tiganci [With the Gypsy Girls] (1959) includes mythical 
reverberations in its deep structure, which enter the narrative determining a sui-generis 
resurrection of the primordial, archaic facts. Mircea Eliade’s work illustrates the drama of the 
profane man, incapable of deciphering the mythical signs, of defeating the amnesia of modern 
consciousness, of “living the myth” by integrating it in the profane space. 

The epic material is enhanced by the theme of time travel, with the projection of a 
mediocre existence into time. Gavrilescu, the music teacher, relives his entire life as if in a 
dream. 

The main character remains a stranger in the labyrinth along the entire short story. The 
humble high school teacher Gavrilescu does not fully understand the initiatory, unique and 
exemplary experience he lives, interpreting the facts only in the plane of the real, with the 
instruments of simple logic. Not only is Gavrilescu the common man of the modem times, he 
also expresses the human condition, the man who committed the original sin, who has failed 
and keeps failing, without having the ability of salvation. Gavrilescu missed, when he was a 
young man, a great love for the German girl Hildegard, the unique, primordial love, and from 
this point on, what he names “the tragedy of my life” began. 

The plot is set on the streets of Bucharest, in one torrid afternoon, when music teacher 
Gavrilescu returns home from a private piano lesson by tram. The overwhelming heat gives 
him loquacity, the dialogues revolving around two topics: the adventures of the famous Colonel 
Lawrence of Arabia and the mysterious garden, a place of ill repute, where mysterious gypsy 
girls dwell. The teacher notes that he has left his scores at his pupil’s house, gets off the tram 
and tries to get on another one, in the other direction, but misses it and enters the gypsy girls’ 
house out of curiosity. He tells them about “the tragedy of his life”, his great love for Hildegard, 
whom he lost for the more banal Elsa, whom he married. The gypsy girls leave him alone and 
Gavrilescu wanders around a strange labyrinth, at some point he even enshrouds himself in a 
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curtain which suffocates him. He manages eventually to get out, in the garden, but noticed, 
perplexed, that nothing matches the things that used to be. 

Organised in twelve distinct epic sequences (the tram, the conversation with the old 
woman, the encounter with the three girls, the labyrinthine search, another encounter with the 
old woman, another tram drive, the stop at Mrs Voitinovici’s house, the last tram drive, the 
stop in front of his own house, the conversation with the pub’s owner, the return to the gypsy 
girls in a carriage, the meeting with Hildegard), the narrative of La tiganci/ With the Gypsy 
Girls is projected on a fictional plane, when one finds a central character, Gavrilescu, who 
oscillates between the Real and the Unreal, travelling from Life to Death, from the Profane to 
the Sacred. 

The text of La tiganci/With the Gypsy G'/r/.saboundsin themes and motifs: the land of 
the “gypsies” has a powerful mythical potential, in which the old woman may be a possible 
embodiment of the mythological Charon, the ferryman of Hades, who carried the souls of the 
dead over the Acheron river; the labyrinth is a mythical topos; the deeds of the main character 
are under the sign of the mythical number three 1 . Multiple symbolic interpretations have also 
been ascribed to the gypsy girls in the short story: from the Iele of the Romanian mythology to 
the Indian Guna, representation of the three essences of the existence in the Upanishads. 

In the same textbook, in the chapter dedicated to The Poetic Text - Content and form 
- Extreme Modernism, one finds Ion Barbu’s poem Riga Crypto si lapona Enigel [King 
Crypto and Enigel the Lapp] from the Uvendenrode cycle of the volume Joe secund/Secondary 
Game, published in 1930. Representative for the ballad and the Balkan picturesque stage in 
Barbu’s poetic creation, the poem is subtitled “a ballad” and is an unusual love-story, its 
novelty residing in the onomastic of the characters. The eternal love story may be perceived as 
a symbolic expression of a fundamental human aspiration: love, the will to knowledge and the 
will of rising above one’s condition. The poem generally preserves the characteristics of the 
mediaeval ballad. The first four stanzas, built on a subtle dialogue, provide the framework and 
suggest a party atmosphere, and the minstrel’s song introduces the characters: King Crypto is 
the unhappy master of the vegetal world, a solitary soul tortured by secret aspirations, a “hidden 
heart”. 


'Jean Cheavalier, Alain Gheerbrant, Diclionar de simboluri [A Dictionary of Symbols], Artemis Publishing, 
Bucuresti: 1994: Number three is fundamental everywhere. It synthetises the triple unity of the living creature, 
(...) the expression of totality and of completeness. It means the completeness of the manifestation: the man, son 
of Heaven and Earth, completes the Great Triad. Number three is, for Christians, the perfection of the divine unity: 
God is One in three persons” (p. 367). 
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The balladi?/ga Crypto si lapona Enigel [King Crypto and Enigel the Lapp] revolves 
around the drama of incompatibility in a novel aesthetic manner. The idea resembles that of 
Mihai Eminescu’s Luceafarul/ The Evening Star that the separation between worlds is so large 
that, most often than not, the bridge of love is not enough. The ballad’s plot is allegorically 
organised, following the pattern of the German ballad. Riga Crypto - ,”the mushroom king” 
actually expresses th ecarpe diem concept for the man who vegetates in the absence of the 
spiritual life, because he only has a material one. Enigel the Lapp is a representation of the 
human consciousness in its aspiration towards light, towards Apollonian knowledge, towards 
completeness and God, which is why the simile of the “soul like a well” is employed: “Because 
the soul is not a fountain /But for the man, old beast, and bitter”. Enigel the Lap is looking for 
the path to the sun, just as the girl in Luceafarul. The role ofpage Catalin is assumed by King 
Crypto. It is an obvious influence from Eminescu in Ion Barbu’s poetic thinking. 

The ballad is sung by a minstrel at the request of a wedding guest of symbolic wedding 
of the spirit with the world - the nature of the male principle, the poet, with the feminine 
principle - poetry. The active principle is the spirit which organises the world, the universe. 
King Crypto is trying to play this role, being defined by the metaphor “bridegroom of the 
glade” 2 . He symbolically tempts the heroin to taste wild strawberries, the pleasures of the 
sensorial world, concentrated in the carpe diem concept. She refuses, unwilling to pluck king 
Crypto, and prompts him to wait to “grow ripe”. King Crypto representsthe telluric 3 who asks 
Enigel the Lapp to give up light, to give up the conscience, the sun: “Forget that snipe, /And 
sleep, be cool, sleeping is fun” but Enigel keeps looking for the light: “The deepest darkness 
the Sun splinters, /And I adore its wise hot glare”. This incompatibilitymakes the separation by 
the discriminative knowledge of the heroes. The world of shadows, where the heroin of 
Luceafarul/ The Evening Star also belongs, means lack of consciousness: “In shadow, only 
flesh shall flow/ 

and sleep is flesh, and flesh deflates”. Enigel the Lappflees from the shadow, but King Crypto 
is forced by the sun to look for it. This incompatibilityhas a structureof three-dimensional 
platonic thinking. The ideal, archetypal world is represented by the archetypal symbol of the 

translation of the poem: Dan C. Ghica, available at http://www.cs.bham.ac.uk/~drg/personal/rcle.html 

3 Nicolae Manolescu, Metamorfozele poeziei (The Metamorphoses of Poetry) Timpul Publishing, Resita, 1996: 
“A chasm opens between Crypto, the symbol of the telluric forces, and Enigel, who worships the sun. This motif 
of the Sun is central in Barbu’s knowledge poetry. The poet imagines three successive layers of knowledge, going 
in spiral and having a corresponding symbol in the astral domain: sensitive knowledge “the wheel of heart’’ is 
under the sign of Venus, abstract, intellectual knowledge — under the sign of Mercury, and poetic, symbolic 
knowledge - under the sign of the Sun (my translation). 
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sun; the sensorial world of creation is represented by Enigel, while King Crypto is a symbolic 
suggestion for the world of arts. Art may attract the man with its projections, but consciousness 
remains the essence. This quest is symbolically uttered by Enigel: “At icy lamps, under the 
snow, /my pole forever a dream dreams. /Thick, costly thaler, /'with emerald glow, /of gold, at 
night it dreams and schemes.’’The encounter of the two characters takes place in a dream, as in 
the former part of Luceafarul. But the roles are in reverse: if in Eminescu’s poem, the emperor’s 
daughter is calling the (male) Evening Star, in Ion Barbu’s ballad, the girl is the superior being; 
she is the one who is called. This is the reason why the ballad Riga Crypto si lapona Enigel 
[King Crypto and Enigel the Lapp] has been succinctlydescribed as an “Evening Star in 
reverse”. 

The heroes are symbolic, in symbolic circumstances, and have an obvious archetypal 
character. The sun is structured around the fire principle, Enigel the Lapp - around the water 
principle - “my soul is like a well”, and King Crypto - on the Earth principle, because he is 
“the bridegroom of the glade”. It is a deep lack of compatibility between the three, motivated 
by the fact that they have different levels of consciousness, different embodiments, and that 
they belong to distinct worlds. There is a certain correspondence between the vegetal plane 
(Crypto), the human plane (Enigel) and the cosmic one (the Sun) and, at the same time, an idyll 
turned cosmic through the Sun’s intervention. 

The three symbolic heroes - Crypto, Enigel, and the Sun - wouldrepresentinlndian 
thinking the three tendencies: sattva, rajas and tamas. The three fundamental principles of 
Indian traditional medicine are not creations of human thinking: they are the three forces, three 
fundamental trends of the Primordial Nature: sattva is the spiritual tendency towards balance, 
the essential purity,and rajah the ascending spiritual tendency, dynamism and action, while 
tamasymbolises the descending spiritual tendency, inertia. 

The Sun - “a flaming ring” - is the archetypal symbol which is present in all the cultures 
of the world. The culture of the day star is at the heart of the solar myths and it has been 
worshipped in the Romanian space since the ancient times. As a symbol of universal 
conscience, the Sun is attempting to raise King Crypto to a new level of consciousness, but 
“his hidden heart can only cower” because “it’s hard under the Sun’s hot spade/ for mushrooms 
of the forest shade”. 

The characters are symbols of two different worlds. For Crypto, the emergence from 
his environment is equivalent to entering another regnum; for Enigel, the will to acquire 
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knowledge and an ideal is a natural manifestation of the human. The aspirations of the two do 
not coincide, which explains the dramatic situation they are in. 

The general-human nature of the characters reveals elements of Classicism. Thus, King 
Crypto lives the drama of fear and helplessness, Enigel - mercy, determination and aspiration, 
and the Sun seems to symbolise immanent justice. The end of the ballad is moralising, in the 
sense that everyone should know their destiny, their world and their place. 

Ion Barbu understands love as an adventure of the spirit, a path to the miracle of 
universal creation. 

The 11 th form Romanian language and literature textbook published by Corint 
(Bucharest 2002) and authored by Eugen Simion (coordinator), Fiorina Rogalski and Daniel 
Cristea-Enache proposes the play Iona [Jonah] by Marin Sorescu in the second chapter, 

Dramaturgia. Estomparea granitelor dintre speciile dramatice traditionale [Drama. 
Blurring the Boundaries of the Traditional Dramatic Genres], and the texts Miorita [The 
Little Ewe] and Monastirea Argesului [The Monastery of Arges] in the chapter Poezia 
folclorica [Folklore Poetry], 

The Romanian language and literature curriculum for high school (12 th form), approved 
by the Order of the Ministry of Education and Research 5959/ December 22, 2006, and still in 
force, requires the study of a play published after II World War. Iona by Marin Sorescu is 
recommended by the alternative textbooks published by: ALL, CORINT and PETRION. 

Published during an era of many ideological cliches, with schematic characters with a 
banal existence mostly springing from the imposition the political thinking of the time, Marin 
Sorescu’s drama is an effort ofsynchronisation with the themes of European drama, discussing 
the drama of human destiny, the absurd existence plentifully felt under the circumstances of 
the oppressive totalitarian regime. 

The play Iona [Jonah] (1968) is loaded with metaphoric and philosophical 
connotations. The author rewrites in modem terms Jonah’s myth. Jonah is a biblical character 
sent to spread the word of God to Nineveh, where the men’s crimes had escalated. He is 
designated to be the saviour of the city, as the divine law is unforgiving for those who do not 
abide by it. Refusing to become a prophet, Jonah wants to escape to the city of Tarsis with a 
ship, but he is seen by God and punished: the ship enters a huge storm, and the sailors throw 
him in the waves to be redeemed from the wrath of God. Swallowed by a whale, Jonah spends 
three days and three nights in its belly, while he repents and accepts his divine mission. The 
whale subjects to a transcendent fate, executing, in turn, a behest from above, and leads the 
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way of the revolted. The writer underlines the idea of the claustrophobia of being locked in a 
fish’s belly, but also the saviour destiny of the man, of mankind, more precisely. Even the 
character seems to have difficulties in reminding “the whale’s story”, a sign that the 
connections of the modern man with the myth are fairly weak, and Marin Sorescu has actually 
a different aim, one deviated towards the contemporary meanings of the existential debate. 

Act I depicts Jonah in a mythical topos, a symbolic setting - the stage is half a fish’s 
mouth, and the character is turning his back to its darkness, while the other half is just water 
and skies, ad infinitum. The setting also features a fish tank with some fish in it, a sign of the 
limited space but also the first artefact, the first artificial product in this original space. 

Time is not moving here, the echo cannot be heard, is never coming back: the echo is 

dead. 

The mythical character, Jonah, acquires the dimension of the primordial man, of an 
Adam facing his destiny. He also seems to be the profane man who turns back to his origins, 
who is required to make another choice, to take another path. In the beginning of the play, 
Jonah shouts his own name, he still preserves the identity of the profane man, but the echo does 
not answer back, as an invitation to forgetfulness, to return to the primordial state. He still has 
the echoes of the world he has just left inside of him, he still hears the enormous noise of the 
existence: (“Stop the noise at sea!”), the imperatives of having one’s own space (“Each man 
should look into his circle and shut up!”), but also dreams to another space, another destiny: 
“We should fish in another sea”, “As if you could change the sea!” 

Jonah repeats the initial mistake, the biblical sin. He chooses to be a fisherman again, 
dreaming only of fish. The big fish becomes a symbol of a human ideal dominated by vanity. 
It is significant that children, in their original candour, dream only of sea, without fish, only of 
paradise and unlimited spaces. The fish tank, present on stage since the very beginning, is, in 
fact, the temptation, the equivalent of the biblical apple. This is the reason why the end of Act 
I depicts Jonah taking the same path again, retaking the maze of human existence, swallowed 
again by the fish, again captive in the existential universe. 

Marin Sorescu’s play is also a protest against the limited human condition, a voice from 
the depths, shouting against an unfair destiny, compensated in contemporaneity only with the 
massive addition of artefacts of modern civilisation. 

The theme of the closed, restrictive universes transcribes the truth of man’s absolute 
solitude: man is locked in a series of successive boxes, and the final surprise appears when he 
is freed from the last box only to realise that he is again in the first, in an odd metamorphosis 
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process. The illusion of a clean world, unpolluted by the noxae of the civilisation, is given by 
the presence of the fresh air of the eccentric worlds, which are close to the exterior one: “The 
air. Yes, that’s air... Don’t tell me that the one inside was also air.’’ The world refuses to be 
beautiful for Jonah, exposing its ugliness which eventually leads to change: “Soon, this corpse 
will sink. Will be flooded and..Only the sun needs to be saved, caught into a fishnet, from 
the incontroliable wish to embrace eternity: “That’s it! Just the sun. And to salt it, maybe it 
resists longer.” Jonah is alone in his search for the exterior universe: everyone else has 
abandoned him, caught in the carousel of a banal and monotonous life. Bizarre faces appear: 
fishermen carrying desperation, helplessness, with them, and useless things, shadow-trees, 
birds, insects, every other step. “And we have nonetheless to pay attention to them, to say hello, 
how are you, how did you sleep?” The shadows are in fact fallen men, without the inner light 
given to them by the search for the absolute, men that Jonah cannot communicate with, as he 
cannot communicate with the rocks around him, because the answers would be stereotypical 
and lacking substance. 

Marin Sorescu’s proposed transcendence is very simple: “for we, human, want only 
this: an example of a resurrection. Then we can go to our houses, die well, as humans, at home”. 
This is a biblical reference to Jesus and to Lazarus’ resurrection from the dead, after four days, 
by using the supreme, divine science of resurrection. However, the resurrection is postponed 
because the world has taken another path: it left the old ways, in which everything was possible, 
and goes now counter-current. God himself is exhausted, incapable of resuscitating the act 
which sets the lives in motion: “And he is here, in the grave, at the end of his ropes, and 
incapable to make himself heard shouting: Folks, resurrection is postponed!” Postponement is 
a gesture which belongs only to valid gods, who have unlimited time, but the man postpones 
out of ignorance, indulging himself in a dolce far niente which isolates him even more. 
Metaphorically, the world is locked up in an endless row of bellies. One cannot see past or 
future, the extremities of a unique temporal segment, above the decaying present. For just the 
past and the present matter, never the present, as they are dimensions which may define the 
state of unlimitedness of man, an expression of the dreamt paradise at the temporal scale. Jonah 
does not want, during his second illumination, in the end of the play, to be caught in the present, 
because it would give him supreme unhappiness, the idea that nothing changes. God himself 
seems captive in the decaying time and space. Jonah embodies the drama of the modem man, 
“alone in the world”, helpless in front of the great enigmas and existential dilemmas. Man is 
bom and dies alone, and the presence of the ones who surround him is useless.Jonah’s desperate 
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cry signifies the imperative of the search for a true man, the archetypal pattern, the only way 
by which he can compensate the existence deficit. This is why, in the spirit of the 
Existentialists, of Sartre’s Being and Nothingness and Camus’s Summer in Algiers, he speaks 
of the “lonely, incredibly lonely man”. Jonah has the final revelation that the entire existential 
path was wrong, “the path, it made the mistake”, his sacrifice turning into a contrary trial: that 
of finding a new solution for the salvation of the human condition. 

Man’s tragedy is manifest, in the existential sense, as a burden he has carried along 
from the cast out from Paradise onwards. Jonah sacrifices himself to find a new way of freeing 
himself from the concentric universes he is caught in. He tries to build his own image of the 
universe, starting from the principle of the “upside down world”, which proves that neither 
logic nor algorithmic thinking can open the gates of the transcendental and can destroy the 
boundaries of the closed universe, but a new illumination supported by a more profound self- 
knowledge. 

Lost in the labyrinth, the character is looking for a way out. Firstly, Jonah attempts a 
release towards the exterior, by acquiring new objects and territories, but also the possession 
of the cosmic elements: he wants, for example, to catch the sun in a fishnet and salt it, to last 
longer. He soon remarks the futility of the gesture, as the space he lives in is irreplaceable: the 
air inside is not truly air but a part of a decayed, lifeless and ugly universe. The nostrils feel 
assaulted by the presence of this air: “Now they begin to freshen up. (Joyful). Here, at sea, the 
freshening of the nostrils...” Jonah attempts to breathe with the hollow of the hand and even 
to have “a bit of ozone on the line of luck”. Such actions prove illusory, because the world is 
slowly sinking into the abyss, drowning and turning into a memory. He then attempts to fray 
the limits of the space, to get through successive horizons, metaphorically imagined as “an 
endless row of bellies”, isolated between them as a captive God who, once trapped in the grave, 
“can no longer resurrect”. This path is closed - man, even with a divine stance, stands no chance 
to succeed, even “the resurrection is postponed”, and God “is here, in the grave, at end of his 
ropes”. 

A representation of the contemporary man, Jonah fails to find the paths to eternity, 
which presupposes totality and infinity. He is closed in a limited space, enclosed by successive 
rows of fish bellies, and the possibility of the exit is unlikely. The theme is a platonic one, being 
also used by Eminescu is his poem. Demonism. Jonah’s failure is explained through the man’s 
inability: he is un-spiritualised, reduced to a mere telluric conscience of living the myth of 
immortality, but he simply imitates and thus creates a simulacrum. 
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The Romanian folk ballad Miorita [The Little Ewe] - the Mioritic myth 

Just as the Epic of Gilgamesh marked the trajectory of the Sumerian-Babylonian 
civilisation, and the Homeric poems The Iliad and The Odyssey define the cultural space of the 
Greek Antiquity, Miorita is the pastoral epic of the Romanian culture. Among the local ballads 
which mark the entire oral and cultured creation of the Romanian people, this folklore text is 
the best known, more than one thousand variants having been catalogued and commented by 
folklore expert Adrian Fochi 4 . 

The poem dwells on the perpetual renewal of life through death, while also making 
reference to other three local, traditional myths: the myth of ethno-genesis (the formation of 
the Romanian people), the aesthetic myth of the artistic creation and the sacrifice of the creator, 
and the erotic myth - Zburatorul [the one who flies], for love is the founding, fundamental 
human sentiment. 

The dating of the ballad cannot be made, as the Mioritic myth dates back from that illo 
tempore which generates the universal myths. 

The myth of death and transhumance is represented by the old ballad of Miorita , which 
refers to the ancient occupation of the Romanian people, shepherding. The folk ballad Miorita 
was culled by Alecu Russo and Vasile Alecsandri and represents to other representatives of 
Gandirea movement during the interwar period, the resignation of the man facing death. With 
the help of a magic sheep, the shepherd finds out that he will be killed by his peers and, resigned 
with his fate, does not take any action to prevent his death and outlines a last will and testament 
regarding his burial. 

The ballad’s denouement reveals the testaments for the mother, the sheep and the other 
shepherds. The testament for the mother describes the physical portrait of the shepherd, 
representative for the male beauty of the Romanian people. The testament for the shepherds 
presents his love for his activity and for Romanian art. The testament for the sheep illustrates 
the dignity when facing death, the connection to nature and the belief that death in nature is not 
the end of existence, but its continuation. The last three motifs dominate the third part of the 
testament, the wedding-death and the old mother. The testament also provides his wishes, the 
first referring to the burial place, mourning and burial objects. The burial place should be the 


4 Adrian Fochi, Miorita. Tipologie, circulate, geneza, texte [Miorita. Typology, circulation, genesis, texts ], The 
Romanian Academy Publishing, Bucuresti, 1964 
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same with the place of his life, “by the sheepfold” 5 , to be near the beings he used to tend and 
defend. Death is seen as a cosmic wedding, where the bride is “a princess, my bride,the whole 
world’s pride”, the godparents are “the sun and the moon”, and the guests are “firs and maple 
trees”, while the priests are “the mountains high” and “fiddlers - birds that fly, all birds in the 
sky”. There is such a strong connection between man and nature, both in life and the afterlife. 
The passage beyond the earthly existence is a passage to another existence, an eternal one. The 
motif of the old mother is most emotional part, it designing the maternal love. 

At the first level of the symbolic analysis, the resignation of the shepherd who becomes 
aware that the ideal cannot be reached and settles for a copy of it (“the princess”) is specific to 
the literary works in which the man’s aspiration to the absolute is one of themes. The same 
aspect is valid in Eminescu’s Luceafarul/ The Evening Star and in Ion Barbu’s RigaCiypto si 
lapona Enigel/ King Crypto and Enigel the Lapp. 

The myth of sacrifice is representative for the folk ballad Monastirea Argesului/ The 
Monastery ofArges , which also illustrates the aesthetic myth, and which is placed on the border 
between a ballad and a legend. The literary work is structured on different epic moments: the 
search for the place, the abandoned wall, the fall of the walls, the dream, the oath, the woman 
destined for being built into the wall, the gradual walling, the feudal conflict, the motifs of 
Icarus and the well. Ana’s sacrifice was not enough, because the workers told the prince that 
they could build a greater and more beautilul monastery, which is why he let them die on the 
roof. 

In what the 12 th form is concerned, the study of literature is oriented towards 
Modernism and Postmodernism. Analysing another textbook published by Corint (Bucharest, 
2002, author: Marin Iancu), we find in the second chapter, B. Studiul aprofundat al literaturii 
- Dramaticul. De la clasic la modern. Caragiale sau varsta moderna a literaturii [The 
thorough study of literature. The dramatic genre. From classical to modern. Caragiale or 
the modern age of literature], Caragiale’s play O noapte furtunoasa/ A Stormy Night , and in 
the second chapter, section E - Succesul unor specii literare - Romanul de analiza 
psihologica [The success of some literary genres - the psychological novel], Camil 
Petrescu’s Patul lui Procust/ The Procrustean Bed. 


5 A11 quotations from the ballad are taken from the translation by W. D. Snodgrass, Mioritzci, available 
from http://spiritromanesc.go.ro/Miorita%20-eng.html 
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Some international cliches may be traced in certain literary works, regardless whether 
they are explicitly present in the text or not. In the play O noapte furtunoasa/ A Stormy Night 
by I. L. Caragiale, one of the characters, Master Dumitrache, often mentions his “honour as a 
family man”, which he sees as being assaulted from the outside. Could this honour as a family 
man be considered a Polichinelle’s secret? 

Master Dumitrache’s supreme ideal is to defend his “honour as a family man”; 
however, the respectability of the character is just a facade, since Master Dumitrache tacitly 
accepts the love triangle with Chiriac, his smarter apprentice. A proof of his “respectability” is 
also his participation in the Civil Guard, where he wears “his captain of the guard suit”, a copy 
of the Parisian civil guard clothes. Chiriac is the most fervent defender of Master Dumitrache’s 
“honour as a family man”, while being Veta’s lover. The comedy O noapte furtunoasa/ A 
Stormy Night thus offers a diabolical transfer of roles and family responsibility. 

The novel Patul lui Procust/ The Procrustean Bed( 1933), presented in the textbooks 
published byALL, HUM ANITAS, and SIGMA,is a novel with an existential theme which 
brings to the fore the humble condition of the intellectual, of the superior man in general, in 
asmall-minded society. The symbol of the Procrustean bedis borrowed from Greek mythology, 
the ancient character being a giant rogue and bandit who used to torture the passengers on their 
way to Athens: he was forcing them to lay down on an iron bed and, if they were too long, he 
would cut off their head and legs, and if they were too short, he would stretch them, smashing 
their bones with a hammer. The mythological ogre is a symbol which prevents the access to 
the road to knowledge, which forces the man to match a pattern, a rigid form imposed by a 
Procrustean bed. In Petrescu’s novel, the giant is the bourgeois society itself. The mythological 
giant is defeated by the Greek hero Theseus and ends up exactly the way he was torturing the 
travellers. Just like he used to lay them down on a bed to stretch or shorten them, the bourgeois 
society imposes inhuman limits, laws, rules, which destroy human personality, man himself, 
and his spiritual value. The phrase “Procrustean bed” symbolised the intention of putting things 
in a pre-established pattern, to subject them to unnatural constraints, to mutilate them. The 
Procrustean bed is a space of mismatch. 

To conclude in a concise form, the conclusions of the present research are that in the 
Romanian language and literature textbook there are mixtures of heterogeneous elements 
which contribute to the formation of a seamless image of life and creation, facilitating a vivid 
intertextual dialogue with the cultural consciousness of ah times. 
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LE CORPS DU CHRIST ET LE CORPS DU DEMON DANS L ’OEUVRE EN 

PROSE D ’ANNE HEBERT 


Florentina Manea 

PhD, ”A1. loan Cuza” University of Iasi 


Abstract: Anne Hebert’s fictional universe is marked by all kinds of religious transgressions. 
Sister Julie de la Trinite, a witch and the devil’s daughter who managed to creep into the sacred 
space of Dames du Precieux Sang convent, will emphasize this dimension of the writer’s 
universe, by insightfully noticing that the law of this world is made by violating or twisting the 
traditional order and morality. This is a disturbing universe, where the demon lies in wait for 
any weak Christian, while Christ remains silent and powerless, nailed to His cross. It is also 
the violent world of sabbatical rituals, unlawful desires and witches, who expose the hypocrisy 
of pious souls. Religion is no longer a refuge for the believers, abandoned on their painful way 
toward redemption, but an oppressive instrument meant to bend and break the human being. 
The individuals are torn between the image of the body of Christ, whose example they are 
exhorted to follow, and that of the demon, whom they secretly yearn for. The image of a terrible 
and vengeful God relentlessly haunts the believers’ mind, who turn to the dark world of 
sabbatical rituals; during these rituals, the demon teaches them how to live with their body 
and soul as one, without being torn between the promise of eternal celestial bliss and the fear 
of hell. 

This article aims to focus on some of the most important aspects regarding the body of both 
Christ and the devil within Anne Hebert’s novels. The believer’s personal relation to the 
divinity is channeled through the suffering body of Christ, which becomes the ideal of 
asceticism and faith. The believer’s love towards God is made testimony by the scars from 
whipping, illness and physical mortifications. The body of Christ is thus devoid of any 
redemptive powers and it is replaced by the demon’s body, who, ironically, plays the part of 
the redeemer for the Sabbath participants, by offering renewed meaning to their lives. This 
parody is designed not only to criticize the church, but also to rediscover the value of the human 
being as a whole. 

Keywords: transgression, Sabbath, body, parody, redemption 
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1. Le corps de la Passion et la devotion chretienne 

La devotion aux souffrances du Christ passe inevitablement par le corps. Plus que les 
supplices spirituels, c’est le corps mortifie et morcele du Sauveur qui se laisse voir sur les murs 
des eglises. Corps du Christ humilie, renie, perce par les instruments de la Passion. Ecce Homo. 
Voici l’homme dans toute sa misere et sa souffrance, vulnerable et blesse, s’offrant au regard 
de tous. 

Considere longtemps comme le siege du peche, le corps devient maintenant le lieu 
privilegie de la revelation christique et de la resurrection. Redecouvert avec ce nouveau 
potentiel salvifique, le corps est envisage comme instrument du Salut. Changement du statut 
du corps, du message qui l’accompagne, mais non des traitements que l’on inflige a la chair : 
les memes mortifications, macerations, humiliations tracent le parcours terrestre du corps, 
seulement que cette fois-ci, ce ne sont plus la peur du peche et la haine envers le corps qui 
incitent les mortifications, mais le grand amour pour le Christ et le desir de suivre son exemple. 
De la seduction du demon l’on passe a la seduction du bonheur celeste. Le corps du Sauveur, 
meurtri et supplicie sur la croix, remplit une meme fonction genesique : la chair et le sang du 
Christ represented le fondement de l’Eglise et par son sacrifice corporel on assiste a 
l’emergence d’un homme nouveau, libere du peche originel par le bapteme d’eau, et des griffes 
du demon par le bapteme du sang. La veneration du corps de Jesus serait ainsi une adoration 
du sacrifice et de l’espoir d’une vie sanctifiee. 

L’existence du chretien s’organise autour du corps divin, corps demembre et meurtri. 
Le cube dedie au coeur sacre, aux cinq plaies du Christ, au sang precieux qui se verse pour les 
pecheurs developpe un sentiment morbide chez les croyants qui ne cessent d’etre fascines par 
les blessures, les plaies purulentes, les cadavres, les reliques. C’est pour cela que l’on epie 
l’agonie des ascetes pour enlever un morceau de leur vetement ou leur mouchoir plein de sang 
ou de pus, pour collecter dans des vases le sang qui jaillit de leurs blessures. Apres la mort, on 
arrive a demembrer les corps pour en faire des reliques : un doigt, un morceau d’os, meme les 
cheveux peuvent constituer un objet de cube et de veneration. 

Comme le corps du Sauveur se refuse a l’attouchement et ne peut pas etre soumis a un 
pareil traitement, on commence a chercher des fragments de la croix du supplice, des bouts de 
la lance du Longin ou des clous qui ont perce sa chair; on cherche meme son visage ensanglante 
imprime sur des morceaux de tissu, les « veroniques », preuve irrefutable de sa presence 
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terrestre. Et en absence du corps du Christ, c’est son propre corps qu’on soumet aux supplices 
et aux humiliations, comme pour combler ce vide dans le rituel de l’adoration. 

1.2. Glorifier le corps du sauveur : le culte du sacre cceur et du Precieux Sang 

Un culte special est dedie au sang et au coeur sacre de Jesus. C’est a ce coeur, transperce 
par l’amour pour la Creation que les religieuses consacrent leurs prieres: divin coeur de Jesus, 
je vous offre, par le coeur immacule de Marie, les prieres et les actions, les joies et les peines 
de ce jour, en reparation de nos offenses et a toutes les intentions par lesquelles vous vous 
immolez continuellement sur I’autel. (ES, 52) 

La vision du coeur sacre de Jesus est un moment d’intense communion spirituelle. Soeur 
Marguerite-Marie Alacoque raconte dans ses Memoires comment le Christ lui est apparu pour 
devoiler son coeur ensanglante : « Void ce Cceur qui a tant aime les hommes, [...] jusqu’a 
s’epuiser et se consommerpour leur temoigner son amour 1 ». Le corps saint revele n’est pas 
seulement une apparition, fruit de l’imagination exaltee de la religieuses. Le corps du Sauveur 
est bien reel et la religieuse avoue le plaisir inoui' qui lui procure l’effleurement de cette chair 
sainte : Je me sens comme toute abimee dans ce divin Coeur; (...) j y suis comme dans un abime 
sans fond oil II me decouvre des tresors d’amour et de graces pour les personnes qui se 
consacreront et sacrifieront a lui rendre et procurer tout l ’honneur et l ’amour et la gloire qui 
sera a leurpouvoir. 2 Cette veneration du corps christique et du coeur sacre produit un bonheur 
inexprimable au Sauveur aussi, qui, selon les paroles de Marie Alacoque : prenait un plaisir 
singulier d’etre honore sous la figure de ce Coeur de chair, dont II voulait que l’image fut 
exposee en public, afin, ajouta-t-Il, de toucher par cet objet le coeur insensible des hommes; 
me promettant qu 'il repandrait avec abondance dans le coeur de tous ceux qui l ’honoreraient 
tous les dons dont II est plein; et que, partout oil cette image serait exposee pour y etre 
singulierement honoree, elle y attirerait toutes sortes de benedictions 3 . L’action de toucher ou 
d’etre touche par ce coeur divin doit etre envisagee dans son sens propre : ce n’est plus la grace 
divine qui descend sur l’orant sous la forme d’un reveil spirituel, mais la chair bien vivante qui 
se manifeste en presence du croyant et qui s’offre a l’attouchement et a l’adoration. 

Ce coeur divin est souvent represente enflamme, brillant d’une lumiere divine, saignant, 
entoure d'une couronne d’epines et surmonte d’une petite croix. Parfois, le coeur est centre sur 

1 http://livres-mystiques.com/partieTEXTES/CatherineEm/Biographie/Biographie.htm 

2 Ibidem 

3 Ibidem 
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le corps du Christ, avec ses mains transpercees dirigees vers lui. Le feu qui entoure ce coeur 
symbolise le pouvoir transformateur et purificateur de l’amour divin. II est le feu celeste, 
ascendant et libre, signe de 1’alliance de Dieu avec sa Creation. II est aussi un symbole de la 
transcendance et de l’immortalite de fame dans l’union avec la divinite. 

Le sang divin, precieux liquide redempteur, symbolise la nouvelle vie dans le Christ. 
C’est un sang purificateur, aux proprietes semblables au feu celeste, qui feconde 1’esprit du 
croyant. Par ses proprietes salvifiques, le sang du Sauveur est associe a la fontaine de vie qui 
evoque l’idee d’immortalite dans le Christ et de regeneration. C’est une fontaine des vertus, 
une fontaine de la grace divine qu’on rencontre dans les mythologies romaine, celtique et 
grecque. L’une des origines de la fontaine de Jouvence pourrait etre associee a l’histoire 
biblique du jardin d’Eden, ou Ton retrouve une source d’eau emergeant aux pieds de l’Arbre de 
la Connaissance. 

Un theme artistique lie a l’image du Christ - fontaine de vie est celui du pressoir 
mystique. La fontaine de jouvence, telle qu’elle est reprise dans le christianisme, n’est pas 
remplie des eaux miraculeuses, mais du sang de 1’Agnus Dei, le sang verse pendant le supplice. 
C’est ainsi qu’on aboutit a l’image du Christ devenu la grappe dans le pressoir, associant le vin 
a son sang et le pressage aux supplices. Dans les representations artistiques, le Christ est 
agenouille (ou couche) entre les vis du pressoir, ou foulant du raisin et portant la Croix. 

1.3. Figures christiques dans l’oeuvre d’Anne Hebert 

Si le christianisme se fonde sur la presence du Christ et du sacrifice redempteur, 
l’univers hebertien est marque par son absence ou par l’impuissance inherente a cette deuxieme 
personne de la Trinite. Les allusions au mythe christique abondent dans l’oeuvre de l’ecrivaine, 
mais elles sont representees sous une lumiere parodique. Plusieurs personnages exhibent une 
certaine ressemblance avec la figure du Sauveur : dans Le Premier Jardin , Eric, le jeune 
homme qui abandonne son milieu familial pour se consacrer a une morale la'ique, possede les 
traits physiques du Sauveur avec son visage allonge, ses cheveux lisses de chaque cote de ses 
joues maigres, ses yeux enfonces sous Varcade sourciliere (PJ, 57). Quand meme, il faut se 
metier, car ces personnages ne possedent aucun attribut de saintete. Tout au contraire, ils sont 
accables par les desirs incestueux ou meurtriers, en proie aux passions refoulees et 
devastatrices. 

Stevens Brown se considere une figure christique : si quelqu ’un ressemble au Christ 
dans ce village, c ’est bien moi, Stevens Brown. Non tant a cause de la barbe de trois jours et 
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du chapeau, enfonce sur les yeux, mais plutot a cause de mon etat de passage a Griffin Creek. 
Encore un peu de temps et je disparaitrai comme je suis venu (FB, 41). Le reverend Nicolas 
Jones le decrit a l’entree de l’eglise : silhouette sombre degingandee et resolue, nimbee de 
soleil, de la tete aux pieds, se refusant a entrer, se refusant a etre un des notres, se refusant a 
partager avec nous les chants et la priere (FB, 54), une image qui rappelle les peintures ou les 
sculptures de Jesus, la tete entouree de l’aureole. Stevens est ainsi associe a la lumiere et au 
feu, mais il ne s’agit pas du feu celeste et createur, mais des flammes infernales, destructrices. 
Le jeune homme est mene par un desir feroce pour ses cousines, Olivia et Nora Atkins, qu’il 
tue la nuit de 31 aout 1936. Le symbolisme solaire est attache au Christ, comme lumiere du 
monde et source d’une vie nouvelle, de la resurrection. Mais le soleil incarne par Stevens est 
celui des alchimistes, le soleil noir, lie a Satume, devorateur de ses progenitures, a la disparition 
de toute creation, a l’etat de dissolution extreme. 

Stevens est aussi associe, avec la meme fonction parodique, a l’Arbre biblique de la 
connaissance du bien et du mal, celui qui pourra reveler a Olivia les secrets de la vie et de la 
mort, une connaissance nefaste pour la jeune femme, dont le corps outrage sera jete dans la 
mer. L’Arbre mysterieux plante au milieu du Paradis a ete souvent associe au Christ, comme 
manifestation de la divinite dans le monde materiel, symbole de vie et axis mundi. Lie a l’arbre, 
le bois est matiere premiere et representation du cosmos vivant, de l’immortalite, un symbole 
de la verticalite, de 1’ascension vers le divin. Chez Anne Hebert, le bois est infecond, et 1’ image 
qui hante l’esprit des personnages est celui du bois mort, calcine, associe a l’aneantissement de 
toute vie et annonciateur du desespoir et du malheur. Stevens Brown incarne, en meme temps, 
le symbolisme phallique de l’arbre (Tu vois, dear Mic, que je n ’aipas traine, je me suis tout de 
suite etabli au pays, non sans peine d’ailleurs, ma cousine Maureen etant etroite comme un 
trou de souris, mais j’ai pris racine dans le ventre d’une femme et tout alentour la campagne 
de mon enfance bruissait comme la mer, FB, 31). 

Une autre figure christique est le reverend Nicolas Jones qui se considere comme le 
Verbe divin incarne parmi les mortels de Griffin Creek. Pour l’apotre Jean, Jesus est le Logos : 
Et le Verbe s'est fait chair, et il a habite parmi nous, (et nous avons vu sa gloire, gloire comme 
celle qu'un fils unique dent de son Pere) toutplein de grace etde verite (Jn, 1 :14). L’appellatif 
Christ signifie, lui-aussi, voix ou parole. Quand meme, le reverend n’est qu’une caricature du 
Sauveur, car, tandis que le Verbe possede des puissances creatrices, la descendance du reverend 
est sterile et son engendrement monstrueux. Sans enfants, le reverend s’engendre soi-meme, a 
l’infini, dans les portraits de la galerie des ancetres. Homme, et non dieu, il est incapable 
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d’assurer la perennite de son sang, et son destin est la mort et l’oubli. Je me suis bien regarde 
dans la glace, en tant que residu d’une tribu en voie de disparition et a partir de mon visage, 
peu rassurant, je suis remonte a la source, jusqu’en 1782. (,..)J’engendre mon pere a mon 
image et a ma ressemblance qui, lui, engendre mon grand-pere a son image et a sa 
ressembiance et ainsi de suite (...). Moi qui n ’ai pas eu de fils j ’engendre mes peres jusqu ’a la 
dixieme generation. Moi qui suis sans descendance j’ai plaisir a remettre au monde mes 
ascendants jusqu ’a la face premiere origineiie de Henry Jones, ne a Montpelier, Vermont (FB, 
5-6). La semence de Nicolas Jones s’efface de la surface de la terre. L’image de la terre seche, 
sterile et corrompue apparait toujours en rapport avec le reverend. Nicolas Jones n’est qu’un 
etre dechu et faible, dans un etat de lente decomposition, comme sa maison : Cette faiblesse au 
creux des reins. Les ieviers de commande n ’obeissentplus. Craindrepour mes vieux os, perdus 
dans la masse de ma chair lourde (FB, 10). Incapable d’engendrer physiquement, le reverend 
est depourvu de toute puissance creatrice, echouant dans son role de guide et de pere spirituel. 

1.4. Parodie du sacrifice christique : le corps defait du Sauveur et le Diable 

Dans le couvent des Dames du Precieux Sang, le corps du Sauveur conserve la 
dimension sacrificicllc et desolante. La statue du Christ crucifie reste muette aux prieres et 
meme aux imprecations des religieuses, cachee dans le tabernacle et exhibant un corps 
endolori, maigre et impuissant. La croix, symbole de la resurrection, devient un instrument de 
torture, l’autel sur lequel le Christ et les religieuses sont immoles sans cesse. Le corps du 
Sauveur devient un corps souffrant, en proie a l’agonie de la mort, tandis que soeur Julie, fille 
du demon et sorciere, est le noyau de la vie et de l’espoir dans le couvent. 

Ce corps du sacrifice est ridiculise pendant les rituels sabbatiques de la montagne de B. 
ou les paroles saintes qui accompagnent le miracle de la transsubstantiation sont utilisees par 
Philomene pour designer ses deux enfants Julie et Joseph, faisant ainsi reference a sa 
descendance de chair et de sang, et annulant tout symbolisme d’une descendance spirituelle 
dans le Christ: Philomene regarde son fils et sa fille. Eiie declare dans un rire de la gorge : - 
Ceci est ma chair, ceci est mon sang ! Tout le monde rit, la bouche exagerement ouverte. Les 
enfants craignent d’etre manges et bus, changes en pain et en boisson, dans un monde ou la 
nourriture est rare, les chomeurs voraces et le pouvoir de Philomene et d’Adelard plus 
extraordinaire que celui des pretres (ES, 36). 

Dans une meme intention parodique, on assiste, pendant cette liturgie noire, au sacrifice 
du cochon de lait. Symbolisant le corps du Christ, le geste devient blasphematoire, car, 
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ridiculisant le sacrifice, il associe le Fils de Dieu a un animal impur pour les juifs et les 
chretiens. Selon un recit de Marc, Jesus, arrivant dans le pays de Geraseniens, guerit un homme 
possede par une legion de demons. Quand les esprits impurs demandent a Jesus de ne pas les 
envoyer hors de ce pays, le Sauveur leur pennet d’entrer dans un troupeau de pores, qui se 
precipitent dans la mer. Le corps de 1’animal qui abritait les demons est maintenant le corps du 
Christ, dans une inversion parodique qui toume en derision le sacrifice christique et change le 
sens de la communion eucharistique : le corps du cochon sacrifie sur le dos de Philomene est 
une nourriture charnelle, profane, offerte aux gens affames. Plus encore, le sacrifice est 
accompli par Adelard, incarnation du demon. Ce n’est plus le Christ, vainqueur des tenebres 
qui sauve l’humanite, mais le diable qui vainc le Christ, en egorgeant et tranchant son corps 
symbolique, et qui nourrit les participants au sabbat. Les cris du cochon, victime ridicule, sans 
majeste, reprend, de fa?on parodique, le chemin du Christ sur la Via Dolorosa : Adelard leve 
tres hant son couteau. La lame brille un instant au-dessus de la tete cornue etfeuillue du pere. 
Tout nu et velu, immense, il n ’a jamais semble plus terrible ni plus majestueux. Le couteau se 
plante dans la gorge de l’animal avec un bruit sourd. (ES, 41) 

Philomene, la sorciere et l’epouse du demon, reussit a pervertir le symbole de la croix 
aussi. Comme instrument de la Passion, la croix remplit un role essentiel dans l’oeuvre du Salut. 
Elle est souvent identifie a 1’ Arbre, et par cela au Christ comme symbole ascensionnel et centre 
du monde. En devenant l’autel sur lequel le cochon est immole, Philomene se substitue a la 
croix, mais aussi a Jesus, et meme a l’Arbre de Vie. La croix se trouve naturellement dans la 
forme du corps humain; les rituels de la montagne de B. valorisent ainsi le corps humain non 
seulement en celebrant ses puissances fecondes, mais aussi en voyant en lui le centre de 
l’univers : la barre horizontale de la croix a une valence feminine, tandis que la barre verticale, 
masculine, renvoie au mouvement, a la communication du ciel avec la terre. Le centre de la 
croix est l’omphalos, le centre du monde, tandis que la circonference symbolise le cosmos et 
les quatre points cardinaux. Philomene devient le point d’origine absolu de l’univers, 
l’androgyne qui harmonise les poles feminin et masculin de l’etre humain. 

Le sang christique n’a aucune propriety salvifique et, identifie au sang du cochon, cette 
source de vie se tarit, se gate, et sert aux besoins du demon dans les rituels d’initiation. Le sang 
d’une divinite sacrifice peut etre mele a la glaise pour modeler les premiers etres humains. Le 
sang christique a une fonction analogue : il faconnc l’homme nouveau, celui qui a re?u le 
bapteme du supplice redempteur. Le Christ pourrait etre associe de cette fa£on aux dieux 
potiers des mythologies antiques : il participe a la genese du premier couple, en tant que 
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deuxieme Personne de la Trinite, et il reitere cette creation par son immolation sur la croix, en 
infusant l’etre humain d’un liquide vivifiant. Pour les croyants, le sang devient symbole du 
sacrifice, et pour l’honorer, ils suivent l’exemple du Sauveur, en mortifiant et humiliant leurs 
corps. Le sangperd ses valences salvifiques et acquiert ainsi, paradoxalement, une valeurplutot 
negative, etant associe a la mort et a la Passion. Sur la montagne de B., les participants refusent 
justement cette dimension sacrificielle du sang ; pour eux, le sang est signe d’abondance et de 
fecondite : Puis elle (Philomene) se releve d’un bond et se frotte les reins et les bras. Elle 
trempe ses mains dans les bassines de sang que lui tendent les enfants, offre a boire a toute 
I’assemblee a me me ses deux paumes aux doigts joints. Hie est enim calix sanguinis meijnovi 
et aeterni testamenti/mysterium fidei.(ES, 43) ; pendant la messe, les souvenirs de soeur Julie 
se joignent aux paroles sacrees, au point de celebrer - demon, sorcieres, religieuses et pretres- 
le sang du Jesus mele au sang du cochon sacrifie. 

2. Le corps ambigu du diable dans la tradition chretienne 

Le serpent etait le plus ruse de tous les animaux des champs, que I'Eternel Dieu avait 
faits.(Gn). II dit a la femme: Vous ne mourrez point; mats Dieu sait que, le jour oil vous en 
mangerez, vos yeux s'ouvriront, et que vous serez comme des dieux, connaissant le bien et le 
mal. (Gen 3:1, 4-5) C’est sous cette apparence de serpent ruse et d’ennemi de l’etre humain 
que le diable entre dans l’histoire du christianisme. La conversation entre le serpent et la femme 
dans le jardin du Paradis est lourde de significations et de consequences pour le destin de 
l’humanite, mais aussi pour celui du Diable. Presente dorenavant comme celui qui detruit et 
divise, l’adversaire de Dieu est le grand tentateur qui a precipite le couple primordial dans les 
gouffres du peche. Dans l’imaginaire biblique, il incarne ainsi l’archetype du mal et du Chaos, 
geniteur des peches et corrupteur de la creation divine. 

Ce premier portrait du diable (creature reptilienne qui possede le don de la parole) est 
complete par d’autres traits, au fur et a mesure que les auteurs des livres saints decouvrent les 
divinites palennes. Le corps du demon est ainsi compose de nombreux heritages culturels, 
auxquels s’ajoutent les phantasmes, les peurs et la terreur de l’enfer qui hantent les croyants. 
C’est surtout le dieu grec Pan, divinite de la nature et de la fecondite, qui prete ses traits 
physiques au demon chretien. Represente comme une creature a des traits hideux et 
repoussants, le demon est reconnaissable par les sabots, les comes, les pattes velues et l'odeur 
pestilentielle. C’est toujours de Pan que Satan heritera le penchant pour un erotisme et une 
sexualite effrenes, voire monstrueux. 
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Mais Satan n’a pas seulement l’apparence d’un anthropoide degoutant et debauche. II 
est aussi Lucifer, le lumineux, le plus bel ange du Royaume des Cieux qui, en succombant au 
peche de la vanite, est precipite dans l’abime. Le Livre d’Esa'ie contient un passage qui 
mentionne la chute de cet ange rebelle : « Te voila tombe du del, Astre brillant, fils de I'aurore 
! Tu es abattu a terre, Toi, le vainqueur des nations ! Tu disais en ton cceur : Je monterai au 
del, J'eleverai mon trone au-dessus des etoiles de Dieu ; Je m'assierai sur la montagne de 
I'assemblee, A I'extremite du septentrion ; Je monterai sur le sommet des nues, Je serai 
semblable au Tres Haut. Mais tu as eteprecipite dans le sejour des morts, dans lesprofondeurs 
de la fosse. » (Esa'ie, 14 :13) 

2.1Le corps maudit du demon 

Le demon hebertien rode autour des couvents, se cache dans les eglises, derriere l’autel 
ou derriere le crucifix, traverse les forets et s’adonne aux orgies. II est une presence chamelle, 
vivante et incontoumable. II est partout, guette, epie, se moque des faiblesses des ames pieuses 
et de leur hypocrisie, devoile la veritable nature humaine, joue des tours aux religieuses. II est 
un diable farceur, mais il est aussi tenebreux, terrible, effrayant, un veritable prince des enfers. 
C’est aussi un demon qui aime cone lure des pactes, entendre et exaucer des voeux. Dans 
l’oeuvre d’Anne Hebert, il apparait sous des noms differents. II dit d’ailleurs a Jesus, quand 
celui-ci demande son nom : Mon nom est legion, car nous sommes nombreux (Me, 5 : 9). 

Plusieurs personnages masculins peuvent etre consideres comine des hypostases de la 
figure infernale du demon. Le docteur George Nelson est un personnage ambigu qui pourrait 
etre assimile, par sa vocation de sauveur de vies, a une image christique: chair vive, cadavre 
putrefie, sang, pus, urine, toute ordure, pourriture et gangrene, odeur pestilentielle, os broyes, 
beaux noyes yeux ouverts et ventre gonfle, nouveau-ne monstrueux, femme violee, phtisie 
galopante, diphterie, dysenterie. Le docteur Nelson a tant combattu la maladie et la mort (K, 
198). Neanmoins, sa veritable nature est tenebreuse et inquietante. Ses dents blanches sont 
pointues comme des crocs, (K, 127) observe Elisabeth qui n’ose le regarder aux yeux qu’a leur 
seconde rencontre Ses yeux. Noirs. Un feu terrible. (K, 110) Aurelie Caron, elle aussi 
personnage inquietant et sorciere, flaire sa veritable nature : le plus grand diable c 'est vous, 
monsieur le docteur (K, 172) et avertit sa maitresse : Quant a votre petit docteur, e'est le roi 
des demons. » (K, 190). Bottereau est lui aussi une figure infemale, un vieux demon (H, 54) 
qui a une barbe grisonnante, des yeux marron, tristes, couleur de boue (H, 22) et qui vit, avec 
sa compagne Helo'ise, dans les profondeurs du metro parisien. 
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Mais le personnage qui incarne le tentateur infernal est Adelard, le pere tenebreux de 
soeur Julie. C’est contre lui que l’Apotre Pierre exhorte : Soyez sobres, veillez. Votre 
adversaire, le diable, rode comme un lion rugissant, cherchant qui il devorera. Resistez-lui 
avec une foi ferme, sachant que les memes souffrances sont imposees a vos freres dans le 
monde. (IP, 5 :8-9) 

C’est autour de la statue du Christ crucifie que les religieuses du couvent se groupent 
pour se proteger contre les attaques du demon. Mais celui-ci est malicieux, un grand farceur, 
et, au lieu de terroriser les nonnes, commence a se faire des adeptes. Soeur Julie, sa fdle et sa 
sorciere, porte deja ses stigmates. II lui reste de gagner les ames des autres religieuses, par des 
prodiges et des petits plaisirs interdits : vengeances, amours homosexuels, gloutonnerie, le 
diable ecoute et exauce. De temps en temps, il apparait pendant la messe pour jouer des tours 
aux religieuses ; il eteint les cierges, cache l’hostie et terrorise la mere superieure : la 
superieure des Dames du Precieux-Sang vient de retrouver intacte la plus vieille terreur de 
son enfance lointaine : la certitude quasi absolue que le diable se trouve cache sous son lit et 
que, d’un moment a l'autre, il va la tirer par les pieds pour la devorer. (ES, 61) 

Il apparait aussi a soeur Gemma qui pretend qu ’au cours de la ceremonie, chaque fois 
que le malin etait nomine, un petit ange sale et puant, de trois ou quatre pouces de haut, avec 
des ailes de moineau et ime robe rouge, se mettait a sautiller, dans le bas-cote de la chapelle, 
comme si chasse de son refuge habituel, il se trouvait soudain oblige de fuir en toute hate. (ES, 
172). 

L’aumonier, lui aussi, est hante par une presence inquietante qui reussit a s’insinuer 
dans sa chambre. On ne peut pas nier l’evidence. C’est le demon, qui seconde soeur Julie dans 
ses malefices, et qui assume avec orgueil sa descendance infernale : Il est la dans la piece. De 
toute sa taille. Sa barbe de bouc. Ses yeux en amande. Saface en lame de couteau. Une aisance 
a nulle autre pareille, dans le rire et la moquerie. Il foule avec ses pieds le tas de robes, par 
terre, pour en extraire tout le parfum, sous le nez de l ’aumonier qui defaille. Il parle avec une 
voix de stentor: - Mes creatures, toutes mes creatures superbes, tries femmes, et mes filles 
depuis trois siecles. (ES, 104) 

Pendant les rencontres sabbatiques le demon prend une forme humaine qui lui permet 
de s’accoupler aux participants aux rituels, mais aussi de violenter sa fdle. Avec ses comes et 
son corps peint en rouge et en noir, Adelard incarne le diable en toute majeste infemale : 
Adelard s ’est attache deux comes de vache sur le front et une couronne de feuille vertes. Il 
tient un parasol de papier multicolore au-dessus du corps de sa femme allongee sur le ventre. 
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(ES, 39) Nu et velu, Adelard est l’incarnation des divinites de la fecondite, qui, avec 
l’avenement du christianisme, ont ete converties en demons et en creatures malicieuses. II peut 
etre associe a Cernunnos, le dieu comu des celtes, qui symbolise le cycle biologique de la 
nature et qui est maitre des forces genesiques. Les cornes qu’Adelard porte pendant les 
ceremonies sabbatiques sont un symbole de fecondite, de regeneration physique et spirituelle. 
Les comes sont liees au croissant, done aux tenebres, et aux cultes dedies a la grande deesse. 
La deesse Isis est souvent representee portant des cornes de vache et un disque lunaire, 
symboles de la fertilite et du principe feminin. La lune apparait comme I’un des plus puissants 
archetypes de la mere, probablement en lien avec le mystere de I’origine de la vie et du cycle 
menstruel. 4 La vache est symbole de la Terre nourriciere, mais aussi de la mort, etant considere 
dans la tradition vedique comme un animal psychopompe. La dissolution de l’etre humain 
s’associe a sa renaissance, la vie s’associe a la mort dans un cycle cosmique auquel president 
des divinites feminines. Les tenebres matricielles s’opposent a la lumiere celeste, tout comme 
la lune s’oppose au soleil. II faut remarquer que le soleil et le belier sont des symboles 
christiques, tandis que la lune, les tenebres, la vache et le taureau sont associes aux rituels 
pai'ens, aux fetes dionysiaques ; avec les rituels de la montagne de B., on se trouve dans le 
domaine de la transgression qui ressuscite les croyances ancestrales. Ces rites sont une 
celebration des puissances creatrices et le demon, Adelard, joue le role d’initiateur. La sorciere 
(Philomene ou Julie) est adoree en tant que « reine du sabbat » ; dans ce role, la femme devient 
une incarnation de cette deesse aux pouvoirs feconds, et par son union avec le demon (une 
veritable hierogamie cosmique), elle participe a la regeneration periodique de l’univers. La 
sexualite exacerbee des sorcieres et des demons peut etre expliquee par le fait que la sexualite 
est V expression de la formidable force vitale qui baigne I’univers. 5 II faut noter que pour le 
Celtes l’amour et la sexualite etaient les grands ennemis de la mort et de la dissolution. Le 
choix du diable Adelard de se deguiser en bouc ou en taureau pendant les rituels n’est pas 
fortuit. Lies a ces cultes de fecondite et a Timage d’une puissance matricielle feminine, ces 
animaux ont un symbolisme sexuel marque, le bouc etant, par exemple, la monture 
d’Aphrodite. 

Associe a l’Arbre de Vie du Paradis, Adelard remplace le Christ dans le role de centre 
du monde et de detenteur des connaissances sacrees. L’Arbre est symbole du cosmos vivant, 


4 Marc Girard, Les symboles dans la Bible, Essai de theologie biblique enracinee dans 1'experience humaine 
universelle, Bellarmin, Montreal, 1991, p.130 

5 Jean Paul Ronecker, L ’amour magi que, Pardes, Paris, 2000, p.201 
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de l’immortalite, et possede des pouvoirs createurs en tant que symbole phallique. Aupres de 
Julie, Adelard joue le role d’initiateur en lui transmettant les connaissances infemales 
necessaires a son nouveau statut. Par sa sexualite effrenee et violente, il affirme aussi ses 
pouvoirs genesiques et preside, par les rituels d’initiation, a la confirmation de Julie en tant que 
sorciere : c 'est I ’Arbre de Science, l ’Arbre de Vie, le serpent qui a vaincu Dieu qui se trouve 
presentplante dans ton corps, ma crottinette a moi. Tu es ma jille et tu me continues. Le diable, 
ton pere, t’a engendre, une seconde fois. (ES, 69) 

Le diable est aussi lie au feu, a la maitrise du feu et de la forge, et rappelle des divinites 
comme Moloch, Baal, Saturne ou Chronos auxquels, selon les mythes, on sacrifiait des enfants, 
brules vif sur les autels qui leurs etaient dedies. Le demon qui devore les chretiens est un theme 
artistique et litteraire recurrent et materialise la peur d’etre ingurgite par les gouffres infernaux. 
Pendant le sabbat, Adelard est lui aussi idcntific a ce demon reptilien qui devore les innocents : 
/ ’homme est tres excite. II raconte ce qu ’il est seul a voir, avec force details et precisions. ... il 
assure qu ’il y a la un grand serpent avec une couronne sur la tete qui se prepare a devorer 
deuxpetits lapins blanc et noir, male etfemelle... le serpent devore ses victimes fascinees l ’une 
apres l’autre, selon un plan bien etabli. Tout d’abord les parties genitales, puis le cceur et la 
cervelle (ES, 42). Le serpent est un symbole des puissances fecondes de la terre, il est 
Vanimateur universel, I’ouroboros, (...) le promoteur de la vie 6 . Cache dans les profondeurs 
de la terre ou dans les gouffres des eaux matricielles, le serpent est un symbole de fecondite, 
et par cela il est associe a la femme et aux menstruations qui resultent de sa morsure. Il est le 
maitre des femmes 7 et c’est ainsi qu’il est retenu dans les recits bibliques ou il seduit Eve. 
Adelard est ce serpent aux puissances genesiques et sacrees, mais aussi le Leviathan, le monstre 
biblique qui se reveille aux jours de l’Apocalypse. 

Le mythe du forgeron s’ajoute au portait du demon hebertien : le forgeron s’adonne a 
des rites sanglants, consideres comme necessaires aux travaux de la forge. Le minerai doit etre 
arrose de graisse humaine ou de sang, pour qu’il livre son contenu. Si le Christ peut etre associe 
a un dieu potier, le demon hebertien devient un forgeron : c’est a travers le sang et la violence 
que celui-ci engendre, au sein de la fournaise, un nouvel etre humain, Julie, qui est confirmee 
dans son role de sorciere. Le sang et le feu s’evoquent mutuellement dans les rites de la 
montagne de B. ; or, ce n’est pas le sang du cochon qui detient des qualites sacrees, mais le 


6 Jean Chevalier, Alain Gheerbrant, op.cit., p.869 

7 Ibidem, p.457 
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sang de Julie, qui evoque la fecondite feminine, et qui est aussi le signe d’une nouvelle 
Alliance, cette fois-ci pacte avec les puissances tenebreuses. 

*This work was supported by the strategic grant POSDRU/159/1.5/S/133652, co¬ 
financed by the European Social Fund within the Sectorial Operational Program Human 
Resources Development 2007 - 2013. 
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THE VIRTUOSO BY GRAHAM SWIFT: THE MAGIC OF EVERYDAY LIFE 
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Abstract: The purpose of this paper is to analyse Graham Swift’s poem The Virtuoso in light of his 
theory regarding the magic of everyday life and in relation to his novels. According to Lindsay (2002), 
Swift’s writings “raise questions about the relationship between personal histories and world events, 
between personal and public perceptions. ” Swift confesses that he starts his novels from small designs, 
that is, with poems he writes in-between his novels. What similarities can we find in terms of themes, 
characters, and philosophy of life and writing among his novels and this poem? In The Making of an 
Elephant: Writing from Within, Swift believes that “fiction - storytelling - is a magical thing. ” (Swift 
2009: 11). He writes about “being under a story’s ‘spell’” (Swift 2009: 12), claiming that “the power 
of a good story is a primitive, irreducible mystery that answers to some need deep in human nature” 
(Swift 2009: 12). In what ways does Swift tell a story in this poem? Narratological theories will explain 
this. 

Keywords: moments of vision, narratology, history, lyricism, fiction. 


Swift’s poem The Virtuoso reflects the workings of memory in his novels. The poem 
deals with nostalgia, not, as we might expect, for the days of the virtuoso’s glory, but for more 
ordinary days, “When he’d make his way/ To the Academy” (Swift 2009: 238). Like the 
majority of Swift’s narrators, the narrator in this poem goes back to the past, recalls it and tries 
to reflect on it. What is more, there is a direct reference to the “magic” of an ordinary moment: 
“(why this morning, what/ Was magic about this morning?)/ Everything sang.” (Swift 2009: 
239). 

All narrators in Swift’s novels use free association in their examination of the past. 
“The associative nature of the monologues, with one train of thought springing to the next, 
decentres the narrative element,” bringing about random details that resist ordering. “Memories 
are piled one on the other” (Lea 2005: 117). All memories, however disparate they seem, are 
connected by a common idea: that of the impossibility of escaping one’s past. This is also at 
work in The Virtuoso. The title character cannot escape from nostalgia for the days when he 
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was working to reach fame. We see how enthusiastic he once was about his work when he says 
“Everything sang.” (Swift 2009: 239). 

In Swift’s novels “an anachronic structure engages the reader in the suspense inherent 
in the reconstruction of a puzzle and a hesitant, traumatized narrator”. The main aspects of the 
stories are “loss and transcendence”. Narrators arrive at such experiences in their attempt to 
better understand what happened to them and why. (Malcolm 2003) Swift's narrators attempt 
to analyse and explain their own histories and this links them with experiences of crisis, of loss, 
or of change. (Malcolm 2003) In the poem The Virtuoso , the puzzle is not so complicated, and 
the narrator has not gone through a traumatic experience. On the contrary, the poem examines 
a special moment, when the narrator was still working to become a well-known and skillful 
musician. The time is “Some crisp morning/ In autumn that seemed there/ Just for him [...]” 
(Swift 2009: 238). His passion for music and for his work is rewarding in itself. His satisfaction 
with his efforts turns his reality into a function of his mood. 

Getting the reader’s sympathy is an important aspect in the writings of the Romantic 
poets, such as Coleridge and Wordsworth, who influenced, intertextually speaking, some of 
Swift’s novels. In the Introduction to Biographia Literaria, Chapter XIV 1 , we are told the 
following: 

Coleridge and Wordsworth collaboratively published Lyrical Ballads in 1798, marking 
the rise of the British Romantic movement. According to Coleridge, in their collaborative plans 
it was agreed Coleridge would compose a series of lyrical poems exploring the Romantic and 
supernatural, and seeking there to earn a reader’s “poetic faith,” while Wordsworth planned to 
use the self and the everyday as his subject in poems that would replace a sense of familiarity 
with an air of the supernatural. Pairing these two approaches, the poets hoped, might bring into 
harmony “the two cardinal points of poetry, the power of exciting the sympathy of the reader 
by a faithful adherence to the truth of nature, and the power of giving the interest of novelty by 
the modifying colors of imagination.” 

It is the combination of the ideas of the two Romantic poets, Coleridge and 
Wordsworth, that is at work in an intertextual manner in Swift’s novels, demonstrated in the 
aspects of the ordinary and extraordinary in everyday life. Wordsworth and Coleridge believed 


1 http://www.saylor.org/site/wp-content/uploads/2011/02/B iographia-Litararia-Coleridge.pdf 
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that Romanticism should focus on a poetic language accessible to all classes, not just the elite. 
Augustan poetry was considered too sophisticated. Wordsworth believed that poetry should be 
a spontaneous expression of feelings. He valued the intensity of feelings at the expense of form. 
Wordsworth also believed that the mind of the poet is not separated from the external world; 
the two are connected. Thus the poet creates the external world through his perceptions. The 
poet’s mind is not merely a passive recorder of external surroundings. Swift’s narrators work 
in the same way as the poet in Wordsworth’s vision. They offer to the reader their 
understanding of the world, not just a passive description of it. Just like Wordsworth’s poet, 
Swift’s narrators are gifted with stronger emotional reactions to incidents, are more sensitive 
than the average man, and are also “affected by absent things as if they were present”, most 
often by past events. Wordsworth believed that the poet was “a man speaking to men”. This 
too is characteristic of Swift’s narrators: they are ordinary, common people. Yet the way they 
tell their stories brings to mind the Romantic poet as described by Wordsworth. “Lyrical 
ballad” is composed of two terms. The ballad is usually an anonymous narrative folk poem. 
Lyric poetry is personal, often with a first-person speaker. Wordsworth uses the form of the 
ballad to represent everyday life. 

Like Swift’s novels, his poem The Virtuoso does not lack intertextual references to the 
Romantic poets, specifically Wordsworth. Wordsworth’s poem The Power of Music brings to 
mind Swift’s poem, through the introduction of a musician whose music seems to transform 
everyday reality into something magic. The first two stanzas of The Power of Music also 
present the extraordinary found in the ordinary, everyday reality: 

“An Orpheus! an Orpheus! yes, Faith may grow bold, 

And take to herself all the wonders of old;— 

Near the stately Pantheon you'll meet with the same 
In the street that from Oxford hath borrowed its name. 

His station is there; and he works on the crowd, 

He sways them with harmony merry and loud; 

He fills with his power all their hearts to the brim— 

Was aught ever heard like his fiddle and him?” 

The extraordinary is expressed by the comparison with Orpheus, and it is contrasted 
with the space of the “street... from Oxford”. The musician “works on the crowd” by sending 
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them through his music into an extraordinary kind of mood, making them see reality 
differently. Swift’s poem focuses on the effect of music and the effect of study on the musician 
himself. 

Making an Elephant: Writing from Within, in which Swift comments on his works, 
allows us to understand his perspective on his writings; it also makes readers aware of the fact 
that he wrote poems in-between writing his novels. 

Since Swift’s writing style is similar to that of Virginia Woolf, her theory about the 
lyrical novel makes a good starting point in the analysis of Swift’s work. In her diary, Woolf 
comments on the mixture of genres, of poetry and prose, as well as on the difference between 
the presentation of story in her style of novel, as compared to traditional novels. She also lets 
us understand that her novel will be, in fact, a mixture of narrative with more poetic and 
dramatic modes or genres. Woolf suggests that readers should compare various genres and arts 
in order to intensify the lyrical atmosphere as well as the dynamic feel of the story. The term 
“lyrical novel” was used in 1963 by Ralph Freedman to describe Woolfs works in comparison 
with those by Gide and Hesse in his book The Lyrical Novel: Studies in Hermann Hesse, Andre 
Gide, and Virginia Woolf. Features of the lyrical novel include, in his view, the focus on inner 
life, the “conversion of character and scene into symbolic imagery” (1963: 187), the “attempt 
to translate the traditional forms of the novel into organized explorations of consciousness” 
(1963: 187-188), the process of depersonalization of the self, and “the impact of the external 
world upon the inner life,” which is the process of awareness (1963: 191). 

The poems in Swift’s autobiographical volume will be used to answer questions such 
as: How must the claim that Swift’s novels are similar to poetry be expressed theoretically? 
What techniques give such an impression to the reader and why? 

There is an ongoing debate when it comes to style about whether form and content can 
be regarded as separate. One of the commonly held ideas, as mentioned in David Lodge’s book 
Language of Fiction, is that form and content are inseparable when it comes to the criticism of 
poems, but they are distinct when it comes to the criticism of prose (1998: 13), as stated by 
Mark Schorer. The novel’s technique is not regarded by critics as a primary element but as a 
supplementary element, according to Lodge (1998: 12). The novelist’s medium is evaluated, 
according to critics, by the extent to which the novel imitates, judges, and orders life and not 
by its use of language (Lodge 1998: 13). Language is just regarded as secondary in this case. 
Geoffrey Leech and Mick Short, in their book Style in Fiction, are also concerned with this 
age-old problem of whether form and content may be regarded as separate. They speak about 
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dualism and monism: “The dualist holds that there can be different ways of conveying the same 
content. The monist holds that this is a mistake, and that any alteration of form entails a change 
of content” (2007: 17). 

Can we say that there is some benefit to regarding form and content as inseparable when 
analyzing a novel as well as when analyzing a poem? For this purpose we can look at Graham 
Swift’s poem The Virtuoso, at William Wordsworth’s The Power of Music, and at some 
connections between The Virtuoso and Swift’s novel The Light of Day. We notice common 
themes, such as moments of vision, inner perception of reality, the feeling of nostalgia, and the 
idea that everyday reality might not be so ordinary at all. Can a poem and a novel express the 
same ideas, but by means of different forms? 

Romantic poems and Swift’s works, whether poems or novels, share common themes 
such as: isolation of the hero, travelling, moments of vision, concern with nature, with personal 
and public history, with self-expression, and with the use of imagination to understand the 
world. We start from what we know, so this sort of comparison shapes the way readers perceive 
Swift’s novels. The use of previously kn own texts, from Romantic lyric poetry and from other 
poems and plays, creates a different kind of novel, the lyrical novel. 

Swift explains the way he views novel writing in Making an Elephant: Writing from 
Within, a collection of non-fiction writing and interviews. Swift remembers the event of an 
inoculation, which he compares to fiction. Swift claims that “Fiction is also a kind of 
inoculation, a vaccine, preserving us from such plagues as reality can breed.” (Swift 2009: 11). 
Swift believes that “fiction - storytelling - is a magical thing.” (Swift 2009: 11). Moments of 
being make a story seem special. Swift makes us recall the idea of “being under a story’s 
‘spell’” (Swift 2009: 12), claiming that “the power of a good story is a primitive, irreducible 
mystery that answers to some need deep in human nature” (Swift 2009: 12). Like Woolf, Swift 
suggests that there are special moments in fiction which appeal to readers. Readers may 
experience certain stories as “magic” or as special. What Woolf calls “moments of being” are 
experienced intensely. For Swift, stories can express a hidden truth, a revelation: 

The real magic (if that expression is legitimate) of fiction goes much deeper than a few 
sprinklings of hocus-pocus, but we kn ow when it’s there and we feel its tingle in the spine. 
There can even be something magical about the perfectly judged and timed revelation on the 
page of an unanswerable truth we already inwardly acknowledge. In good fiction, without any 
trickery, truth and magic aren’t incompatible at all. (Swift 2009:13) 
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The fiction Swift talks about can be replaced by music in the specific case of the poem 
The Virtuoso. In the poem, it is not stories but music which is magic and which transforms the 
everyday life for the musician. 

According to Swift, therefore, stories draw attention to moments of vision, or, in the 
case of the poem, to music. Readers experience moments of vision while reading a novel. 
Moreover, moments of vision, which are experienced intensely as revelations or shocks, are 
found in Swift’s novels too, bringing to mind the Romantic poets. Similar settings trigger them 
(nature or the city). Swift favours first-person narration: “As an author who’s favoured the 
intimacy of the first person over the ‘authorial’ third person, I’d regard it as a mark of 
achievement if in my work the author seems to vanish” (Swift 2009: 1). Yet the effect of the 
third person in his poem is similar to first person. When Swift discusses the way he writes in 
Making an Elephant , he explains the representation of time in his novels: 

The framework is broadly chronological, but (as in my novels) some liberties are taken 
with time. The book starts, as it were, when I was six and ends with a man who lived in the 
sixteenth century. In between, there is more modest hopping forward or back. (Swift 2009: 3) 

The leap in time is quite clear in his poem. From the present, the musician returns to 
the past. Moments of vision are just one of the features Swift has borrowed from the Romantic 
poets. He also makes similar use of the role of the artist to offer the world a new vision of 
reality. This is what music does in the poem The Virtuoso. The morning, the musician suggests, 
becomes “magic” as soon as he begins to play his instrument. Everyday reality becomes 
something else, and like this, the vision of reality changes: “Everything sang” (Swift 2009: 
239). The song no longer belongs to the musician alone. He has come to see the world 
differently through his music, and now he shares this vision with his audience, by playing for 
them. While he interprets a piece, any musician can add something of his own vision and 
transmit it to his audience 

Narrators can all be regarded as artists when they have moments of vision. As in the 
Romantic version of confessional poetry, they focus on intimate, personal reflections, using 
self-expression to present a different vision of the world. The lyrical novel is structured into 
lyrical monologues, which are the result of the hero’s isolation, which in Romantic poetry 
prompts the need for confession. The first-person speaker is also borrowed from Romantic 
poetry, allowing for greater self-expression. Powerful and spontaneous emotions are of import. 
As in Romantic Poetry, the characters use imagination to reshape reality. Nature is another 
Romantic element present in Swift’s and Woolfs novels. Swift uses Romantic symbols such 
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as water. The Romantic preference for freedom is also there in the idea of travelling. 
Wordsworth’s double awareness of memory explains the connection between the narrators’ 
past and present selves. These tropes are part of a general cultural heritage which readers 
instinctively associate with the Romantics. Writers either make the same instinctive association 
with these tropes when they create the lyrical moments in their novels, or they purposefully use 
them to prompt readers to make these lyrical associations. 

The Romantic poets have given expression and artistic form to creativity, imagination, 
and sensitivity, which will always be relevant to human psychology. There is a general 
tendency for readers, critics, and writers to associate lyricism with Romantic poetry. This can 
be seen in the moments when such Romantic tropes are introduced in Swift’s novels. Such 
moments include reflecting on the past, present, and future, as well as on certain moments in 
one’s life; they include imagining stories about another character, and expressing one’s feelings 
of joy when walking throughout the city, as well as other kinds of dreamy states. Romantic 
tropes lead readers to apply the pattern of Romantic poetry in order to experience the novel’s 
lyricism more intensely. The novel is, after all, usually strongly associated with narrative prose. 
These tropes are there to compensate for moments when prose may not really use lyrical 
language. The stream-of-consciousness itself was used by the Romantic poets for inspiration. 

Together with these common Romantic tropes, we need to focus on style and structure. 
If we consider Leech and Short’s assertion that dualism and monism are different ways of 
expressing the same content and that changes in form lead to changes in content, respectively, 
can we say that the same content is conveyed in two ways: as prose and as poetry? Isn’t the 
distinction between prose and poetry blurred in Swift’s case? 

We could regard the poem The Virtuoso as a paraphrase of the same sort of nostalgia 
for the past as that in Swift’s novel The Light of Day. Leech and Short discuss the issue of the 
possibility of paraphrasing a text: 

Dualism assumes that one can paraphrase the sense of a text, and that there is a valid 
separation of sense from significance. Dualists do not in general treat stylistic choices as devoid 
of significance: if they did, they would scarcely find style worth studying. Rather, an 
enlightened dualist will search for some significance, which we may call stylistic value, in a 
writer’s choice to express a certain ‘sense’ in this rather than that way. (Leech and Short 2007: 
20 ) 

Thus we may ask whether there is a significant difference in expressing the same ideas 
in the form of a novel or in the form of a poem. In our case, our attention is drawn to the fact 
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that poem and prose are regarded as quite similar when it comes to the lyrical novel. However, 
a poem is much more concise and opens the way for the reader to imagine something more, 
leading the reader to be able to expand the poems The Virtuoso and The Power of Music into 
the nostalgic mood found in the novel The Light of Day. 

Swift’s poetic novel creates the illusion of another text, that of a poem. Since the reader 
can become confused in all this movement from poetry to narrative modes, narratological 
theories on narrators will offer insight. The fabula refers to those incidents which occur to the 
novels’ characters, arranged in a logical and chronological way, even if they are not arranged 
this way in the final novel. The fabula is just the “raw material of the story”, as Paul Cobley 
explains. The writer will organize this raw material to suit his artistic purposes. The mindset of 
Postmodernism promotes experimenting with the plot. Such experimentations are explained by 
looking at the various layers of a story. Postmodernism offers the readers various illusions 
around the concept of plot. They can reconstruct the novels as narratives or as poems, 
depending on which writing style is suggested to them. Swift’s readers can perceive The Light 
of Day as a poem because his writing style suggests that interpretation. 

We can say that this writing style suggested in Swift’s novel is based on common 
themes with Romantic lyrical poetry. 

The choice of poetic expression in Swift’s novel says a lot about its contents. The issues 
discussed are, as we have seen, related to life’s feelings of nostalgia and transformative power 
of one’s mood on reality. 

Genre is all a matter of the readers’ interpretation. This is how Jonathan Culler, in his 
book on semiotic approaches to literature, The Pursuit of Signs (1981), introduces one of 
Todorov’s theories which, while specifically about the fantastic literary genre, can explain the 
operations readers do with any genre. The fantastic genre’s striking feature is figurative 
language; in a similar way, the lyrical novel has some features which remind readers of poems 
and which gain their attention. “The reader must perform imaginative transformations on the 
various things seen and heard,” Culler (1981: 76-77) describes the reader’s analysis of Blake’s 
poems. Readers imagine and interpret. They do not stop at what they expect to be there or at 
what seems to be there, be it a fabula or a genre. Swift’s novels draw them into imagining a 
genre and a fabula which are not narrative but lyrical. Readers are offered illusions; prose uses 
features we have been used to finding in poetry. What is more, poetry uses features found in 
prose. In The Virtuoso, readers start imagining a story, with a character, a musician, who talks 
to them about his nostalgia for the beginning of his career. His career is in fact a passion for 
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him. This is why his passion for music transforms the reality around him into something 
extraordinary. 

“Rules in poetry are made only to be broken”, Leech and Short say (1991: 12). They 
divide the use of poetic language into categories such as plain, middle and grand styles. They 
suggest that there is an aesthetic value common to all these styles which distinguishes poetic 
language from ordinary language. For the plain styles, we pay attention to the choice and 
arrangement of words, as Swift does. In order to be surprising, to “Revitalize the language of 
poetry, the poet draws directly on the resources of contemporary language” (Leech and Short 
1991: 23). Swift uses both ordinary and poetic language in a surprising mixture. Leech and 
Short note a striking feature of contemporary poetic language, a trend within which Swift fits: 

The effect of the return to ordinary language in the present century has been far- 
reaching. The feeling that there are intrinsically poetical and unpoetical sectors of the language 
has been repudiated. (Leech and Short 1991: 23) 

This has led to strange combinations of language registers which can confuse or create 
illusions. What sort of novel keeps the poetic effect always in the foreground? This is a way to 
“escape banality”, as Leech and Short suggest, when they use these words to title a section 
(1991: 23). Swift presents everyday life poetically: “So this is their life, what they do every 
day,/ [...] No, no, look again. It’s not what it seems.” (Swift, Rush Hour) The same holds true 
for The Virtuoso. Apparently common incidents are presented in a different light, due to this 
special use of language. He also uses structures usually associated with poetry in his prose, or, 
better put, structures which have something poetic about them, even when used in drama. As 
Woolf claimed in her essays, we usually associate drama with poetry and the novel with prose. 
Yet this is just one possibility among many when it comes to the writer’s creativity with 
language. Lyrical monologues remind readers of their previous uses, in poetry and drama, and 
of their previous readings. The poetic effect is inserted into the usual narrative mode we expect 
of novels. 

Prose is mixed with a poetic effect in Swift’s novels, while poems have a prose quality 
to them, yet retain their lyricism. De Paiva Correia believes that there is always at least some 
minimal action even in a lyric poem. De Correia claims that “the lyrical mode, similarly to the 
narrative and dramatic ones, is a powerful transmitter of action”, and thus can lend itself to a 
coherent plot. The use of the lyrical mode transmits action, and it is here that the active role of 
the reader comes in. While reading The Virtuoso, we imagine a now famous musician who 
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looks back with nostalgia over his beginning career, the work he put into it, and to the way his 
passion for music gave him the sensation that the world was more beautiful. 

Hiihn also claims that there is always a story, even in lyric poetry. There are always 
incidents, even in a poem. These features will make poetry suitable for a narratological 
analysis. According to Hiihn, 

[...] first, poetry can profitably be analysed on the basis of narratological categories 
and thus be compared with prose narratives proper (by poetry, I mean the lyric in the narrow 
sense, not merely narrative poems such as ballads or verse narratives); and second, events are 
a prerequisite of narrativity in fictional literature as well as in the lived world. (Hiihn 2005- 
2007) 

Thus, the poem The Virtuoso crosses the border between genres, poetry and prose, 
while the lyrical effect remains. We notice the theme of memory, of going back to the past, for 
which Swift is famous in his novels. Swift adds an element of surprise to an apparently ordinary 
contemplation of the past: it is not an out of the ordinary incident to which the musician goes 
back nostalgically. He goes back nostalgically to moments that would be common in anyone’s 
life: working to achieve something, working to become better at what he does. These efforts 
are very rewarding, and in these moments, the whole world becomes a more beautiful place, 
everything seems to sing, everything seems to take part in his joy. It is not the place that creates 
a certain state of mind. The process is reversed: the state of mind has an influence on the 
perception of the place. From this point of view, Swift defamiliarizes the usual expectations 
from Romantic poetry, where the place (nature usually) influences the characters’ states of 
mind. At the same time, Swift preserves elements specific to Romanticism, such as the 
influence of music on obtaining moments of revelation. What is more, Swift shares with 
Romantic poet Wordsworth the preference for very simple and clear language, as well as the 
combination of the ordinary with the extraordinary. 
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SURPRISING PERSIDA 
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Abstract: The action of "Mara" novel written by loan Slavici focuses on the two powerful 
female characters: Mara and her daughter, Persida. 

ANALYZING the relationship of these two characters with maternity, it can be easily 
observed that in case of Mara, the maternal enthusiasm is assimilated by her huge dissipated, 
exhausted and wasted efficacy in order to dominate the community led by men. 

Considering Persida it is clear that she is interested in her own privacy not in others'. All 
Persida's love will be transformed into an ascending love trying to protect the man and 
assume responsibly his weakness. 

Keywords: female character, maternity, energy, ascending love. 


Acest roman, publicat mai intai in revista Vatra in 1894, iar apoi in volum, in 1906, la 
Budapesta, constituie din multe puncte de vedere o continuare a nuvelisticii lui Slavici, dar, 
prin mediul social evocat, a§a cum s-a mai spus, de altfel, romanul este „mai curand un roman 
burghez decat unul |aranesc”. [Nicolae Manolescu, 1980, 140] 

Dirccpa din care Mara continua nuvelele nu este, a§adar, una a lumii rurale. Ne aflam 
intr-o lume amestecata, care sta sub semnul diversitap i, acpunea se petrece la grani[a 
Imperiului Habsburgic, romanii traind alaturi de maghiari, germani §i sarbi. Existen|a 
personajelor se desfa§oara intr-un univers in continua prefacere, citadin, deschis, al carui erou- 
arhetip este Prometeu simbol al productivitapi, efortului, progresului si al 
randamentului. [Herbert Marcuse, 1996, 154] 

Romanul graviteaza in jurul Marei, „vaduva saraca”, nevoita de tanara de tanara sa-§i 
creasca singura cei doi copii. Mara este ceea ce Gilles Lipovetsky numea „o a treia femeie”. 
Ea rcuscstc sa-§i ca§tige rccunoastcrea sociala prin manipularea idcntitap i create in unna 
rolului familial de vaduva. Este ceea ce Ioana Parvulescu numea „o vaduva cu Her”, alaturand- 
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o pe Mara unei alte celebre vaduve, Vitoria Lipan.[Ioana Parvulescu, Alfabetul doamnelor, 
1999,35] 

Mara simte pulsul unei noi lumi. Existen[a ei nu se raporteaza la barbat, ci doar la ce 
poate face singura, prin propriile-i puteri. Cu toate ca de tanara a ramas singura, Mara Tsi 
canalizeaza toate eforturile pentru a se descurca. Are calitap, e drept, e „tanara, voinica si 
hamica”. §i spune naratorul, are „§i noroc” de la Dumnezeu. §i de n-ar avea noroc, Mara §i 1- 
ar face. Structura ei se adapteaza de minune unei lumi cu mai multe centre, unei socictap cu o 
„geometrie variabila”, cum o nume§te Lucian Boia.[Lucian Boia, Pentru o istorie a 
imaginarului, 2000, 123] 

Ceea ce ne intereseaza la Mara este raportul cu maternitatea. Din aceasta perspective se 
constata o diferen[a majora intre ea §i Persida. Secolul al XlX-lea exalta fara incetare 
maternitatea, considerand-o cu adevarat „mica funcpc meritorie pentru o femeie”.[Philippe 
Aries si Georges Duby, Istoria viefii private , vol.7, 1997, 160] 

Aspectul maternita[ii in operele urmarite este foarte interesant. Kogalniceanu vede in 
mamele fragede o podoaba a socictap i „si, totup, femeile” Moldovei ajung nistc „creaturi ce 
se nasc, cresc, se marita , fac copii si mor”. [Mihail Kogalniceanu, Tainele inimei, 1964, 67] 

Elena lui Bolintineanu este mama, dar, odata adulterul produs, maternitatea este 
mabupta de sentimentul vinovapci. Pacatul mamei va trece pe umerii liicci, stigmatizand-o. 
Icsirca din aristocrapc afecteaza maternitatea si modul ei de reprezentare, se produce 
demitizarea imaginii mamei sacre care-p dedica intreaga viata sacriliciului pentru binele 
familiei. Mama Micu[ei lui Hasdcu nu [inc prea mult la morala. Nici la fericirea fetei. Accepta 
sa negocieze casatoria Mariei cu batraiorul, dar bogatul baron. M ami tele din Momentele lui 
Caragiale sunt reflectarea unei maternitap intoarse pe dos, sus]inula doar la nivelul discursului. 
Distan[area se face ironic. 

Si la Slavici, s-a spus de altfel, ca privirea naratoriala este ironica, usor amuzanta chiar. 
Dar Mara nu cade in derizoriu. Mara nu-si for[eaza soarta §i nici nu schimba soarta copiilor ei. 

Mircea Tomu§ vede in vaduva de la Rodna „o femeie energica al carei sentiment 
familial este crescut dincolo de limitele fire§ti; instinctul ei matem are ceva de liara”. La prima 
vedere, da, Mara are ceva de mama fiara, dar eroina exceleaza in a relativiza relafiile cu ceilalp 
si chiar cu Dumnezeu. [Mircea Tomu§ [in] Slavici - Evaluari critice, 1977, 94] 

Avem de-a face cu o businesswomen”, cum o numea Nicolae Manolescu. intreaga 
energie se consuma la vedere. Nu sta o clipa, iar spapul deschis in care se invarte o ajuta din 
plin: 
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„Apoi, mare lucru pentru o precupeafd, Radna e Radna. Lipova e numai aci, peste 
Mu rep iar la Arad te duci in doua ceasuri. 

Mat'd dimineafd, Mar a-pi scoate patra pi copurile pline in pia(a de pe (drmurele drept 
al Murapului, unde se aduna, la targ de saptamana, murapenii, pitta de pe la So varpin pi 
Soboteliu, pi podgorenii, pana de pe la Cuvin. Joi dimineafa, ea trece Murapul pina de pe la 
Faget, Capalnap pi Sin-Miclaup. Vineri noaptea, dupa cantatul cocopilor, ea pleaca la Arad, 
ca ziua s-o prinda cu patra intinsa in piafa cea mare, unde lutnea se aduna din papte / inuturi. 

Dar lucrul cel mare e ca Mara nu-fi iese niciodata cu gol in cale; vinde ce poate pi 
cumpara ce gasepte; duce de la Radna ceea ce nu gasepti la Lipova ori la Arad pi aduce, de la 
Arad, ceea ce nu gasepti la Radna ori la Lipova. Lucrul de capetenie e, pentru dansa ca sa nu 
mai aduca ce a dus pi vinde mai bucuros cu cap tig pufin, decaf ca sa-i «cloceasca» 
tnatfa”.[ loan Slavici, op. cit., 284] 

Ceea ce o domina este respectul pentru munca, stapanirea de sine §i modcratia care 
sporesc productivitatea. Munca este un scop in sine, „o vocalic, asa cum o cere capitalismul, 
este sansa de a invinge energia traditionalists”. [Max Weber, Etica protestanta pi spiritul 
capitalismului, 1993, 46] 

Se-nchina la Maica Precista, face matanii, dar in fa[a manastirii nu-i decat un loc larg, 
unde „se aduna lumea cea multa, grozav de multa lume”. Aceasta lume e ogorul ei, pe care-1 
scarmana cu multa truda si iese la „seceri§” in zile de mare sarbatoare, ca Sfanta Maria, „cu 
co§urile pline §i seara se intoarce cu ele goale”. De aceea, se inchina Mara la icoane §i-i pune 
§i pe copila§i sa se-nchine. „Cei plini de spirit capitalist sunt de obicei, daca nu de-a dreptul 
ostili bisericii, cel pufin incli f'crenti fafa de ea. Ideea cucernicei plictiseli a paradisului nu este 
tocmai ispititoare pentru firea lor activa, iar religia le apare ca un mijloc de a-1 distrage pe om 
de la munca pe solul acestui pamant. Daca i-am intreba pe ei care este sensul goanei neincetate, 
(...) ei ar raspunde uneori, (...) ca o fac «din grija pentru copii §i ncpo[i»”. [Max Weber, op. 
cit., 52] 

Acesta si este motivul pe care Mara-1 invoca mereu, cand isi face socotelile seara si 
pune bani pentru a doua zi: 

,, Scazand dobanda din capete, ea pune la o parte banii pentru ziua de maine, se duce 
la capataiul patului pi aduce cei trei ciorapi: unul pentru zilele de batranefe pi pentru 
inmormantare, altul pentru Persida pi, al treilea, pentru Tried. Nu e chip sa treaca zi fara ca 
ea sa puna, fie pi macar numai cate un creifar, in fiecare din cei trei ciorapi; mai bucuros se 
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imprumuta pentru ziua de mane. Cind poate sa puna florinul, ea-l saruta, apoi ramane a§a, 
singura, cu band intinp pe masa, sta pe ganduri §i incepe, in cele din urma, sa planga. 

Nu doara ca i-ar fi greu de ceva; cand simte greul vie(ii, Mara nu plange, ci sparge 
oale ori rastoarna mese §i co.furi. Ea i§i da, insa, seama cat a avut cand a ramas vaduva, cat 
are acum §i cat o sa aiba odata. §i chiar Mara sa fii, te moi cind sim(i ca e bine sa fii om in 
lumea aceasta, sa alergi de dimineafa pind seara §i sa §tii ca n-o faci degeaba ”. /loan Slavici, 
op. cit., 286] 

Copiii sunt avangarda Marei. Impingandu-i in fa[a ei mereu, de fapt, i§i lucreaza cu 
grija avansarea economica si sociala: „Sunt saraci, saracupi, ca n-au tata, e saraca §i ea, c-a 
ramas vaduva cu doi copii.” [loan Slavici, op. cit., 285] 

Magdalena Popescu analiza exhibarea condipei de subaltema. Disimularea face parte 
din strategia succesului. Cei mici sunt „zdrentarop si desculp, §i ncpeptanap, §i nespalap, si 
obraznici”. Persida este data la calugaritclc de la Lipova pentru o suma derizorie, dupa ce Mara 
a inmuiat-o pe maica Aegidia cu lacrimi de vaduva. Motivapa demersului este destul de 
ambigua chiar martorul ne deruteaza: 

„ Era una, preuteasa de la Pecica, o femeie minunata, §i dulce la fire, §i bogata, §i 
frumoasa: arfi spart Mara toate oalele daca cineva s-arfi incumatat sa-i spuna ca Persida ei 
n-are sa fie tot a§a, ba chiar mai §i mai. Iar preuteasa aceea statuse patru ani de zile la 
calugarfele din Oradea-Mare; era, deci, lucru hotarat ca §i Persida are sa stea celpufin cinci 
ani la calugarfele din Lipova ”. [Idem, 286-287] 

E drept, Mara proiecteaza in Persida, ca §i in Trica, de alfel, asp i rap a ei de stabilitate, 
dar, pe de alta parte, dupa fuga copiilor pe Mures, lumea a judecat-o si pe Mara, ca „e 
nememica”, „§i-a vandut fata”. 

Mircea Tomu§ punea accentul pe „implicapile ideii de familie” care, in roman, 
constituie „nucleul problematic”. [Mircea Tom us [in] Slavici - Evaluari critice, 1911, 95] 

Este adevarat, dar numai in ceea ce-o privestc pe Persida. Mara §i copiii ei fonneaza o 
familie, iar intreaga energie a mamei se canalizeaza, la prima vedere, catre rcusita copiilor, 
desigur. Elanul matern nu-i Upscale, este, insa, asimilat de teama ca grijile mateme i-ar stavili 
ascensiunea. Cand Trica este dat afara, se razvratestc §i ii promite baiatului o scoala mai buna: 

,, Lasa, dragul mamei - grai dansa, in cele din urma, indarjita - caci am sa te dau la 
o alta §coala mai buna! Am sa te scot om, om de carte, om de frunte, ca sa nu mai fii ca tatal 
tau §i ca mama ta, ci sa stea ei §i copiii lor in fata ta, cum noi stam in fata lor! Eu pot, eu am, 
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urma ea avantata; mi-a dat Dumnezeu §i are sa-mi mai deie, fiindca el nu face deosebire intre 
oameni!”. [loan Slavici, op. cit., 296] 

Nu-i place ca lumea a condamnat-o ca §i-a lepadat copila §i se duce la manastire s-o 
scoata de acolo, „s-o ie pe langa ea”. Dar nu se putea ocupa §i de fata, a§a ca „se inmoaie” pana 
la manastire, pentru ca, in final, sa aranjeze cu maica Aegidia s-o tina pe Sidi fara bani, ca sa-i 
ramana banii pentru Trica. Vitalista, structura elastica, energia Marei nu este directionata 
ascensional decat in raport cu banul. Pentru copii nu-i ramane decat compromisul. 

Radu G. Teposu vedea in Mara un personaj care „acumuleaza rolul tatalui, dar si pe cel 
al divinitafii. (...) Mara este, in fond, un pater families care vegheaza la viafa odraslelor, o 
autoritate din al carei cuvant nu trebuie sa iasa nimeni.”. [Radu G. Teposu, Vial a fi opiniile 
personajelor, 1983, 28] 

Nu este un pater families, ci un pater al comunitapi. Am afirmat ca, in operele lui 
Slavici urmarite pana acum in analizele noastre, rolul Tatalui i§i pierde fort a ordonatoare. Aici, 
nici nu exista. Dar Mara nu este decat la nivel discursiv o mama singura, nevoita sa lie si mama 
si tata pentru copiii ei. Vaduva de la Rodna descopera independenfa pe care n-ar fi cunoscut-o 
ramanand inchisa in condipa de femeie nevoiasa cu doi copii. Ne aflam intr-o lume dominata 
de barbap, asa incat Mara se insinueaza, mai intai discret, pentru a nu soca in structurile de 
putere ale targului. Are ceea ce Max Weber numea o „drastica cumpatare”, pentru ca nu vrea 
sa „consume, ci sa ca§tige”. [Max Weber, Etica protestanta §i spiritul capitalismului , 1993, 
47] 

Se prezinta, in continuare, „tot soioasa, tot nepieptanata”, dar vorbe§te „mai apasat, se 
cearta mai pupn, calca mai rar si se fine mai drept decat odinioara”. [loan Slavici, op. cit., 299] 

Insa, dupa ce intra in afacerile cu camataria, transformarea este vizibila: 

„Nu mai era Mara poddrifa, aici precupeafa, nici, mai ales, vaduva ramasa cu doi 
copii saraci: gatita de nunta, ea se tinea drept, vorbea rar §i chibzuit, ba, pentru ca lumea sa 
afle, mai scapa §i cite-o vorba despre supararile pe care (i le fac datornicii ”. [Idem, 323] 

Efortul ei de a cuceri lumea printr-o mimata umilinta este contrazis, in permanenta, de 
atitudinea copiilor, care-i mostcntcsc energia, nu §i dragostea de bani sau putere. Copiii ii scapa 
printre degete. Cand sunt mici, fug cu luntrpa pe Mure§, iar cand sunt mari, i§i iau lumea-n cap. 
Exista o zona de mister intre mama si copii, perceputa si de unii, §i de altii. Cand Mara ii 
promite lui Trica o §coala mai buna baiatul „nu prea infelege vorbele mamei”, fiindca „eu pot, 
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eu am, [...] mi-a dat Dumnezeu §i are sa-mi mai deie, funded el nu face deosebire intre oameni” 
[Idem, 296] 

Cand Persida ii spune Marei ca nu-i mai trebuie barbat, mama se destainuie: 

„ - Banul, draga mamii - urma ea - banul e mareputere, el deschide toate u§ile §i strica 
toate legile, iar tu ai bani, destui bani, multi bani. Uite! - urma ea -facindu-.f mustrari c-a 
scapat vorba. Ji-o spui fiindca nu mai e.pi copila §i trebuie s-o §tii, ca sa te simfi: eu am adunat 
pentru voi, pufin cite pu(in, din ce in ce mai mult. M-a ajutat Dumnezeu §i pufine suntpe aci, 
prin apropiere, fetele care au zestre ca tine. 

Persida se ridica pufin in culcupd ei. §tiuse ea ca are mama ei bani! Acum insa, arfi 
voit sa-i vada fata, caci, din tonul cu care vorbea, banii pareau mulfi §i pared, din fa{a ei, ar 
fi putut sa-i numere. Era, insa, intunerec in casa. ’’[Idem, 499] 

Cu bani, Mara poate orice. Totul este sa nu-i instraineze si nici copiii macar sa nu §tie 
exact cafi are. Ar putea sa-si ridice social odraslele, insa nu se-ndura. Lui Trica nu-i da bani ca 
sa scape de rclapa cu Marta, prefera sa-1 impinga in pacat: 

„ - Mama! zise el. Nu ma impinge la pacat! Eu ma-ncurc rau cu stapana mea! 

- Nu dau nici un ban! raspunse Mara indaratnica. Daca te vei incur ca, atata paguba! 
Ce pierzi?! Nu e ru.f nea mea, nici a ta, ci a ei! Vorba e sa nu-fi umble gura!” [Idem, 487] 

Cand Persida vine acasa de la manastire, este derutata, con§tienta Hind ca fata trebuie 
sa iasa-n lume pentru a-si gasi norocul, un noroc ce ar trebui gasit in alta parte, §i nu acolo unde 
lumea §tie ca Persida e fata podari]ei: 

,, De! E greu sa ai fata mare, mai ales cand trebuie sa stai toata ziua la pod ca sa aduni 
creifari pentru ea. Fetele vreau sa fie purtate prin lume, ca oamenii sa le vada §i sa le duca 
vestea, sa umble mereu, ca sd-.f intalneasca norocul. §ipared §tia Mara ca aid, unde a crescut 
§i unde toata lumea o de mica, fata ei n-o sd-fi poata gasi norocul”. [Idem, 307] 

Pe langa vocapa banului, Mara are vocatia compromisului. Persida nu gre^cste, nu e ea 
vinovata, doar intamplarea §i soarta sunt responsabile pentru gre§elile fetei. Sa urmarim acest 
fragment semnificativ pentru atitudinea diferita a celor doua personaje. Cu cat Persida se 
invinovatc^tc mai tare, cu atat o disculpa Mara mai tare. 

„ - De unde §tiai tu unde ai sa-l gdse.pi? intreba ea. 

• - De unde .piam ? raspunse Persida. Nu §tiam, dar m-am dus a§a, la un noroc, 

in Padurifa §i l-am vazut acolo, plimbandu-se singur. El nu m-a vazut; a§ fi putut, dar sa tree 
inainte; m-am dus insa la el, ca sa vorbesc cu dansul. D-ta vezi ca eu sunt de vina! 
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• - Nu e§ti - zise Mara - cum sa fii? S-a intamplat sa-l vada Tried §i sd-(i spuna. 
S-a intamplat sa fie zi frumoasa; s-a intamplat sa-l intdlnepi; a§a au venit lucrurile §i tu n- 
aveai ce sa faci. 

Persida dete din cap. 

• - Nu! am voit cu tot dinadinsul, zise ea. Asta eu o §tiu mai bine decat oripcine. 
Tu-l §tii cum era la casa parinfilor lui: cu obrajii rumeni, cu mustacioara linsa, cu parul 
neted de i se vedea de departe cararea, cu §or{id totdeauna curat. Acum era cu parul lung §i 
nepeptanat, cu barba incalcita, cu fata buhditd, cu o pblarie turtita in cap §i cu hainele 
purtate §i soioase, un om care petrece nopfile prin birturi §i adoarme imbracat. Alta arfi 
fugit, poate, de el: eu am alergat la dansul. 

• - Saracul baiat! grai Mara induio§ata. 

• - Luni apoi - urma Persida - a trecut in patru randuri prin fata casei lui 

Claici, mar(i tot a§a, tot a§a mercuri .p joi. Eu voiam sa nu-l bag in seama, dar astazi dupa 
ce a(i plecat cu tofii la targ, nu m-am mai putut stapani, ci i-am ie.pt in cale, ca sa-l 
intalnesc. Nu mai pot, mama: mi-e mild de el .p ma mustra cugetul! 

• - Vai de sufletul lui! grai Mara suspinand. 

• - Cum a ramas el? urma Persida dezndddjduita. Ce face el acum? O sa 

afuriseasca ceasul rau in care m-am ivit in calea lui, ca sa stric tot rostul viefii lui! 

- Nu, fata mea, zise Mara lini.pitd. A§a vin lucrurile in lumea aceasta: pled in ne.piute 
.p te miri unde ajungi; te-apuca - a.pi din senin - cateodata, ceva, .p te miri la ce te duce. Omul 
are data lui ,p, nici in bine, nici in rau, nu poate sa scape de ea; ce fi-e scris are neaparat sa (i 
se intample; voinfa lui Dumnezeu nimeni nu poate s-o schimbe".[Idem, 344-345] 

Mara nu cunoastc zguduiri cxistcntialc ca Persida. Construita pentru ziua de maine, 
pentru progres, ea este adepta lui „lasa ca merge si asa”. 

Si Persida este o „a treia femeie”. Daca for^a mamei vine din acumulare, aceea a 
Persidei vine din vointa. O urmeaza pe Mara in vitalitate. Daca energia Marei se desfa§oara pe 
orizontala, se extinde, incercand sa cucereasca spapul, scena exterioara dominata de barbap, 
Persida este interesata de interioritate, energia ei acponcaza in profunzime, fata fiind intoarsa 
catre ea si nu catre lume. Nu este interesata de averea mamei; in acest sens, ea nu este o 
continuatoare a Marei. In fond, Mara nu a tinut sa formeze, pe calea acumularii indarjite, pe 
niciunul dintre copiii ei. 

Putem spune ca Mara inflore§te pe linia puterii si a stimei publice, pe cand Persida are 
o inflorire strict feminina. Din punctul de vedere al intoarcerii catre sine, Persida este o urmasa 
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a Siminei din Padureanca. Cele doua au in comun personalitatea putemica prin care domina 
barbatul drag. Nu au ca scop accederea, prin casatorie, intr-o pozipc superioara social. Sunt 
acaparate total, dar §i derutate, de raportul inegal de for[e dintre ele §i barbat. §i fiindca au o 
energie interioara cople§itoare, atat Simina, cat si fata Marei, vor converti aceasta energie, nu 
intr-o iubire-pasiune de tip distrugator pentru barbatul drag, ci intr-o iubire matema, de tip 
ascensional, formator, incercand sa ocroteasca barbatul si sa-si asimileze responsabil 
slabiciunea lui. Daca maternitatea nu o transfigureaza pe Mara, in schimb, pe fata ei, da. 

De mica are vocapa matcrnitapi, Hind sora mai mare. Cand Trica este batut de Costi, 
nu mama, cu lacrimile ei de femeie vaduva, este cea care-1 poate ocroti, ci Sidi: „Da! singura 
ea putea sa §tie ce va sa zica a fi batut de Costi.” [loan Slavici, op. cit., 290] 

Si Sidi rcacponcaza ca o leoaica ce-§i apara puiul, auzind ce-a papt fratele ei, fiind in 
stare sa fuga de la manastire: 

„ - Ce e?! intreba ea rastit. 

• - Uite - zise el incet, ca sa nu auda §i sora Marta, care se afla in iatacul de 
alaturi - Costi m-a batut. 

• - Te-a batut el pe tine §i tu, prostule, te-ai lasat sa te bata! 

• - Daca el e mai tare! 

Persida ramase citva timp pe ganduri, cu rasuflarea oprita §i cu ochii linta la un colt. 

• - Haide!... zise apoi §i il apuca de brat, ca sa-I duca spre ie.pre, unde cheia 
era in u§a. 

• - Sidi, Sidi! striga sora Marta speriata §i pleca s-o opreasca. 

• - Haide! grai Persida mai tare. Ea n-are voie sa iasa dupa noil 

behind, apoi, in strada, ei o luara spre pod. Da! Insa, dincolo era Mara §i ea n-avea sa- 
i vada, nici sa-i -die ".[Idem, 290] 

in secolul al XlX-lea, sentimentul fratern este o forma foarte importanta de comunicare 
afectiva. „Intre frap §i surori, diferen[a de sex creeaza un raport complex, oarecum inipatic: 
prima forma a relapei cu celalalt sex.” [Philippe Aries §i Georges Duby, Istoria vietii private, 
vol. 7, 147] Observam ca, pentru Persida, rclatia cu celalalt sex incepe printr-un raport de tip 
ocrotire, impunere, aparare. Fata fuge cu Trica, cu luntrpa, pe Murcs si nu reu§e§te sa spele 
ru§inea fratelui, doar sa atraga atentia asupra lor, dar impulsul initial este acela de a-1 salva pe 
Trica, a§a cum se va §i scuza ulterior in fa|a mamei §i a maicii Aegidia: 

„§i eu vreau sa-i arat ca n-are sa bata pe fratele meu, pentru ca e mai mic §i n-are pe 
nimeni sa-I ajute ” . /loan Slavici, op. cit., 293] 
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Vasile Popovici analiza mecanismul care pune personajul slavician mtr-o arena publica. 
Interesant este ca Persida este cel mai expus personaj al romanului, din acest punct de vedere. 
Mara, este un personaj ubicuu, cand pe pod, cand la Rodna, cand la Lipova, dar Persida este 
cea care iese in cvidenta. Forta ei nu este subterana ca a Marei, care, §i cand vrea sa fie 
remarcata, o face deliberat, §tiind cap crai§ori a strans de-a lungul timpului. 

Persida nu trece neobservata. O uime§te si pe Mara. Create prea frumoasa: 

,,Prea i se facuse fata fata, p nu mai pi a ce sa faca cu dansa. Inalta, lata-n umeri, 
plina, rotunda p cu toate aceste subfrica s-o frangi din mijloc; iarfafa ei ca luna plina, curata 
ca floarea de cire§ p alba de o albeafa prin care numai din cand in cand strabate abia vazut 
un fel de rumeneala”. /loan Slavici, op. cit., 301] 

Nici Trica nu injelege de ce 

„femeile pe langa care treceau, toate, pana chiar §i fetifele mid se uitau cordf, cu 
coada ochiului, la sora lui §i, apoi, if mai f intorceau capetele [Idem, 307] 

Aparitia ei ii magnetizeaza pe top: 

„Hubaroaie se ridica din jet f inainta pana in u§a; servitoarea, care tinea co.ful ca sa 
i se dea carnea, se uita f ea mirata, iar dincolo, peste drum, la celalalt colt, se oprise un batran 
f statea cu gura cascata. Persida trecea ca prin vdpaie mistuitoare, iara Tried venea doi paf 
in urma ei, domol f cu capul ridicat. 

• - Tried - grai dansa, dupd ce trecu de maceldrie - vino mai iute, nu ma lasa 
singura! 

• - Frumoasa e, §erpoaica! grai Hubaroaie. A cui sa fie oare? Mi-e ca §i cand 
a§ mai fi vazut-o undeva. 

Na(l dete din umeri! El pi a, ce-i drept, unde a mai vazut-o, dar nu pia a cui este. 

• - E de dincolo, din manastire, raspunse servitoarea; o vei fi vazut la fereastra. 

Obrajii lui Naf, p altfel rumeni, se facura ropi ca bujorul. 

• - Nu, zise Hubaroaie; ferestrele nu se deschid. 

• - Ai vazut? intreaba d-1 Bereki, batrinul din celalalt colt, care acum trecuse 
ulita p stetea in upi macelariei. 

• - A cui e? 

• - Se poate sa mai intrebi? e leita muma ei! 

• - A§a e! Da, e fata Marei, grai Hubaroaie mai intai mirata, apoi dezamagita. 
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«Pacat!» ii venea sa mai zica, dar n-a rostit vorba. Era oarecum induiogata de gandul 
ca e mare nenorocire sa fii atat de frageda, atat de frumoasa f sa ai mama pe Mara, 
precupeafa f podarifa ”. [Idem, 306] 

Asaclar, ca §i Simina, Persida traicstc o drama a frumusctii si a excesului de energie. 

Intalnirea cu Na]l sta, de asemenea, sub semnul prea-plinului, §i nu doar al intamplarii. 
Scena este semnificativa, pentru ca Persida ia cuno§tin|a de modul in care este receptata de 
catre ccilalp. Reflectarea ei in ochii cclorlalti are efect atat de putemic, incat o sperie si pe fata. 
Cu toate ca a fost indelung analizat, pasajul se cere recitit pentru suspncrca analizei: 

„Intr-una din zile, ferestrile fiind deschise f izbind o data vantul in ele, una, tocmai 
cea de la iatacul din colt, unde stetea maica Aegidia cu Persida, s-a sfaramat. Nail s-a dus sa 
vada f a vazut - nu fardmdturile de geam, ci o fata, care ii parea grozav de frumoasa. Nu-i 
vorba, n-avea nevoie sa f fie pentru ca sa-i para frumoasa. Ceea ce se ivefe la fereastra unei 
manastiri de calugarife are totdeauna ceva tainic §iplin defarmec. Acolo, chiar batrana fiind, 
femeia pare tanara, chiar urata, pare frumoasa; iara lucrurile sunt cum ele ne par. Din 
intamplare, insa, Persida, care alergase §i ea sa vada ce s-a intamplat, era chiar mai tanara, 
mai frumoasa §i mai plina de farmec decdt cum Na{I era-n stare sa §i-o inchipuiasca. 

El ramase uimit, cu inima incle.pata §i cu ochii oarecum impaingenifi. Ii era pared s- 
a rupt, s-a firant, s-a surpat deodata ceva fi o mare nenorocire a cazut pe capul lui. Persida 
sta neajutorata in fata geamurilor sparte §i nici nu-l baga-n seama, cind veni maica Aegidia. 
Ca sa vada paguba. Femeia mai a§ezata fi mai cuminte, ba chiar calugarifa, maica Aegidia 
tresari cind vazu, peste drum, pe Nafi, baiatul Hubaroaiei, stand cu ochii [mid la fereastra. II 
§tia de copil mic, il socotise totdeauna cel mai bun baiat, §i mintea i se oprea in loc vazandu-l 
atat de indrazne{. 

-Sidi! grai dansa mahnita fi apuca fata de brat, ca s-o dea din vederea tanarului. 

Rau a facut, caci acum se oprira §i ochii Persidei asupra tanarului cu §or{ curat, cu 
obraji rumeni §i cu mustafa mica, acum if dete f ea seama de ce sta acel tanar acolo. Obrajii 
ei se umplura de sange f ii era pared o sagetase ceva prin inima. Atat a fost, nu mai mult, f 
ea nu mai putea sa fie ceea cefusese. Taine mari f nepatrunse de mintea omeneasca! Atat a 
fost numai, f gandul copilei era mereu la fereastra cea sparta, la frumusetea zilei de 
primavard, la omul ce statuse acolo, peste drum, cu ochii uimifi f cu rasuflarea, pared, oprita. 
Se temea sa mai intre in casa, tremura cind se apropia acolo f, totufi, nu mai avea astampar, 
nu mai gasea loc de repaus, ifi fdcea mereu de lucru in casa. 
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Nli i-a fdcut p nu-i facea, nu i-a zis p nu-i zicea nimeni nimic, nu pia nimic, nimic nu 
gandea p totup, a§a, ca din senin, se zbatea copila, ca p cand ar voi sa scape, sa fuga p sa se 
ascunda in fundul lumii". [Idem, 303-304] 

Este adevarat, izolarea fi inaccesibilitatea unei tinere a carei silueta apare deodata la 
fereastra mereu inchisa a manastirii, „este de ajuns ca sa nasca fantasmele”. [Philippe Aries fi 
Georges Duby, op. cit., .125] 

Insa efectul Persidei asupra lui Natl este devastator. Vederea fetei nu nafte reverii 
duioase, baiatului ii pare ca i-a cazut pe cap o nenorocire. Aparitia lui, a Celuilalt, are acccasi 
intensitate fi asupra Persidei, care ia act de prezen[a barbatului, prin „cel de-al treilea personaj”, 
maica Aegidia, care-i „reveleaza ceva ce altfel ar fi ramas definitiv ascuns, o realitate pe care 
Persida pana acum nu a cunoscut-o si care i-ar fi fost nu se Stic pana cand necunoscuta”. [Vasile 
Popovici, Lumea personajului, 1997, 52] 

Idem, p. 55. 

Maica Aegidia este, fara voia ei, elementul de legatura dintre lumea inchisa §i inocenta 
a fetei tinere, aflate la manastire §i universul deschis, ispititor uneori, al tanarului. Dar mai 
exista ceva: surplusul de enrgie cu efect de bumerang, pentru ca se intoarce periculos impotriva 
celui de la care a pornit. Magnetismul femeii sochcaza nu doar barbatul, dar, transligurat, se 
intoarce catre ea. Persida nu e fascinata de un tanar inmannurit care o privcstc, ci de efectul pe 
care aparitia ei i-1 produce Celuilalt. Acesta este motivul pentru care repeta gestul. Un indemn 
al repctipci, un „spectacol al exhibarii” [Idem, 55] 

cum suspnc Vasile Popovici, dar §i o verificare a puterii, o verificare directa, ca o 
provocare la razboi. Persida vrea sa convinga ca Natl va mai avea aceea§i rcacpe: 

Ce era adeca? ii facea vreun ran cuiva?!pacatuia daca deschidea fereastra? 

«Ca el sa §tie?», grai dansa, apoi se duse cu pap hotardfi, deschise fereastra din fata 
macelariei p ramase dreapta, inalta p cu fata deschisa in ea. Pe Nail, care statea in u§a 
macelariei, cuprins de neastampar, il trecura fiorii. El ridicafara de voie mana stanga la gura 
p ii facu semn sa inchida fereastra, caci vedea lumea. Ii era fried de femeia ce statea acolo 
sus, in fereastra ”. [loan Slavici, op. cit., 304] 

Cum am vazut, barbatul nu are acccasi rcacpc. Vrea ca lumea sa nu vada, intclcgc ca 
gestul ei vine parca sa-1 infrunte fi incepe sa se teama de Persida, care, de acum incolo il va 
domina. Intreg destinul femeii sta sub semnul contradictoriu pe de-o parte al excesului de 
voin[a, al fortarii prin exhibarea „putin[ei” fi, de cealalta parte, al nevoii de a nu fi singura cu 
ea insafi. Nu-i mai place la manastire, unde este singura fi nu poate vorbi cu nimeni despre 
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ceea ce i se intampla, dar, cand se intalne§te cu Trica, iar sfideaza: o apuca pe drumul ce ducea 
la macelarie, produce o mica furtuna printre cei care o vad, §i din nou il §ocheaza pe Nail. 

„Intalnirea” de la fereastra scoate la lumina nevoia Persidei de instance ordonatoare. Ne 
aflam in plin „dispozitiv de sexualitate”, pentru care pcrtinenta este natura impresiilor, chiar 
daca aceste impresii sunt fine sau imperceptibile. Manastirea maicilor ii apare fetei ca un 
univers ideal, un spapu inchis in care femeia este aparata de lumea de afara §i de trairile 
interioare, pe care nu le poate controla: 

„ Se temea ea insa§i de sine, simfea c-o apuca, din cand in cand, o pornire ndvalnica 
§i-i vine sa se duca, ea singura nu §tia unde, §i sa faca, ea singura nu §tia ce. MU §i mii de 
primejdii, nenorociri peste nenorociri, zbuciumari peste zbuciumari, o via (a plina de nevoi §i 
de dureri: le presimfea, le vedea, le §tia pared pe toate cum vin [Idem, 310] 

lesita-n lume, Persida il cunoastc pe Codreanu, viitor preot, un tanar de douazeci §i trei 
de ani. Fa|a de un: „om deplin, foarte asezat, foarte cuminte, foarte inva|at”, Persida se simte 
incurcata, slioasa, dar nu-§i pierde nici un moment stapanirea de sine. Cei doi barbati se reflecta 
diferit in oglinda interioara a femeii. Daca Natl este cel care i-a surprins „slabiciunea”, cel pe 
care-1 infrunta mandra, indrazneaia §i-ncruntata, cel care produce un dezechilibru serios, 
Codreanu scoate la suprafa^a o diplomatic feminina extraordinary. Persida ii domina §i pe Natl, 
§i pe Codreanu. Pe primul il face „din om, neom”, „il nenoroce§te”, condamnandu-1 la pribegie, 
pentru celalalt este „prea multa femeie, prea stapana pe sine si pe vointa lui” [Idem, 328] 

§i in Mara , ca §i in Padureanca, observam ca este slabita rigiditatea instantelor 
exterioare ordonatoare. Tocmai de aceste instate are nevoie Persida crescuta intr-o manastire 
catolica: 

„Putea sa doarma linipitd cand atat de bine, §tia ca fratele §i mama ei privegheaza §i 
n-o lasa sa iasa din caile cele bune”. [Idem, 335] 

Slabiciunea pentru Natl, revelatia descoperirii unui eu atat de putemic, toate acestea 
trebuie eliberate prin „transpunere in discurs, in marturisire, in fata unei instate care asculta, 
interpreteaza, condamna ori achita.” [Michel Foucault, Istoria sexualitatii, 1997, 83] 

„Confesiunea este un mijloc de mantuire, aduce, pacatosului mangaierea”. [Jeau Delumeau, 
Marturisirea §i iertarea, 1998, 38.] Persida tanjeste dupa un „director de constiinta” care sa nu 
o disculpe, ba, mai mult, care sa-i domoleasca sentimentul arzator de vinovatie. [Idem, 156] 
Grav pentru ea este, nu atat ca Na[l este de alta religie, ca nu sunt egali din punt de 
vedere social, ci ca ea 1-a „scos pe el din minti”, ea 1-a provocat, „fiindca il vazusem mai 
cuminte decit mine”. Odata raul produs, femeia nu-si plange de mila, §tiindu-se puternica, ci 
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pe el, care, ca si Iorgovan, din Padureanca, intra intr-un proces de degradare. Acesta este 
motivul pentru care Persida nu se poate ierta. Din vina ei barbatul coboara, se pierde. Nu este 
o pierzanie intentionata, care sa aiba resorturi de natura materials sau de promovare sociala, ca 
in cazul unor personaje feminine de pana la Slavici. Nap este victima inocenta a unui surplus 
de energie, de a carui amploare femeia nu a fost consticnta pana cand a avut rcvclatia 
barbatescului. 

Cum spuneam, fata are nevoie de un „director de constiinta”. ii marturiscstc mamei 
toata nelini§tea. Insa Mara nu are acccasi structura, zbuciumul Persidei o deruteaza, o 
dcscumpanestc §i incearca sa relativizeze gravitatea situapei, s-o absolve pe fiica de vina, sa 
treaca totul sub semnul intamplarii sau doar al destinului nenorocit al barbatului, nu §i al fetei 
ei: 

„ - Cum a ramas el? urmd Persida dezndddjduitd. Ce face el acum? O sa afuriseased 
ceasul rau in care m-am ivit in calea lui, ca sa stric tot rostul viefii lui! 

• - Nu,fata mea, zise Mara linifita. A§a vin lucrurile in lumea aceasta: pled in 
nefiute f te miri unde ajungi; te-apuca - a§a din senin - cateodata ceva f te miri la ce te 
duce. Omul are data lui f, nici in bine, nici in rau, nu poate sa scape de ea; ce (i-e scris are 
neaparat sa ii se intample; voinia lui Dumnezeu, nimeni nu poate s-o schimbe. 

Persida if ridica capul f, rasufland u§or, se uita cu ochi inveseli{i la mama ei. 

• - Lasa-l- urmd Mara - nu te gandi la el, nu-{i munci sufletulpentru dansul; 
cum i-arfi, a§a sa-ifie; tu, cu norocul tau §i el, cu al lui; Dumnezeu a vrut sa te lase cum efi 
f, daca nu te-a facut Dumnezeu pentru dansul, e nenorocirea lui, dar nu f a tal 

• - Dar daca m-ar fi facut, mama?! striga Persida. 

• - Nu! nu! raspunse Mara cu hotarare indarjita. Asta nu se poate! Dumnezeu 
fie - urmd ea mi§cata - cat m-am gandit eu la voi, cat am ostenit pentru voi, cu cata inima 
v-am purtat de grija f nu poate sa ma pedepseasca atat de aspru. Daca te-a§ vedea moarta, 
arfi pierduta toata bucuria viefii mele, dar a§ zice c-au mai pa{it-o f alte mame ca mine f 
m-a§ mangaia in cele din urmd. Neam de neamul meu nu f-a spurcat insa sangele! striga ea 
cu ochii plini de lacrimi. §i mi-e mild de el f de mama lui, dar imi efi draga §i tu f nu se 
poate!" /loan Slavici, op. cit. 345] 

Maica Aegidia, insa, este adevaratul confesor al Persidei. Maica Aegidia nu este doar 
martorul intemeierii sentimentului pentru Nap, dar, ei ii marturiscstc fa|a hotararea de a-§i 
asuma destinul lui Nap, oricare ar fi implicapile. Fiind formatorul Persidei, maica o cunoa§te 
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cel mai bine, ea Stic ca fata a fost mereu greu de stapanit, dar, odata cu varsta, maica o crede, 
acum, maturizata: 

„«0 adevarata minune», a§a zicea maica Aegidia in gandul ei. Se potolise 
neastamparul copilaresc §i navalnicia adeseori salbatica §i fata ei era a§ezata, infeleapta §i 
duioasa, un adevarat giuvaer de femeie. De aceea, nici nu maiputea sa-i vorbeasca in felul de 
mai nainte §i Persida se samfea inalfata in gandul ei, cand vedea ca o ia pared i-arfi sora ori 
prietena”. [Idem, 3547 

Maica este „con§tiinta straina”, al treilea personaj „care ii pune in relate pe cei doi”. 
[Vasile Popovici, Lumea personajului, 1997, 65] 

Tot sub privirea ei, Persida §tie cu certitudine ca vial,a ei este legata ireversibil de a celui 
mai slab dintre barbapi care o doresc: 

„ Se daduse de gol, se uita in ochii maichii Aegidei §i nu putea decat sa spuna adevarul. 
Adeseori a simt.it, acum, in timpul din urma, ca-l iube§te, niciodata, insa, simfamantul acesta 
n-a cuprins-o cuputere atat de covdr.ftoare ca acum, sub ochii scrutatori ai maichii Aegidiei ” 
. /loan Slavici, op. cit., 415./Alegerea, de fapt, o face in funepe de acest criteriu, al slabiciunii. 
Persida are vocape materna. Dupa ce Trica s-a facut barbat, va fi randul lui Nap sa fie ocrotit. 
Fat,a de Codreanu, procedeaza cu o eleganta aristocratica, ca o „adevarata domnisoara”, observa 
Nicolae Manolescu. [Nicolae Manolescu, Area lui Noe (eseu despre romanul romanesc), vol.l, 
1980, 152] II refuza in maniera feminina, fund sigura ca acesta va suporta refuzul, fara ca 
urmarile sa fie dezastruoase: 

„Ea vedea in gandul ei pe Codreanu: Ce deosbire! Om §i om §i ce deosebire! Nu, cu 
Naf nu putea sa faca ceea ce a facut cu Codreanu! /loan Slavici op. cit., 380] 

Na^l, in schimb, parca-i este firate, parca-i este „numai un copil rasfatal si nechibzuif 
[Idem, 370 ] 

Scos din faga§ul lui, Natl, ca si Iorgovan, nu are forta constructiva a Persidei. El pleaca 
de acasa, rataccstc fara nici un rost prin lume, nu se mai ingrije§te §i intra in conflict cu fatal. 
Cand aude ca Natl „a ridicat mana asupra tatalui sau” Persida ia o hotarare ireversibila: femeia 
se identified total cu Celalalt „devine celalalt.” [Magdalena Popescu, Slavici, 1977, 76] 

,, Nu! grai dansa in cele din urma cu linftitd hotarire. N-am sa ma inspaimant, n-am 
sa fug, n-am sa te parasesc - zise - f-i apuca mina §i se alipi de el, f-f trecu ginga§ braful 
peste gatul lui. Ah! - urma apoi ca dusa-n alta lume - ce adimenitor e gandul ca am sa te scot 
din intunerecul in care ai cazut, sa-fi luminez viafa, sa te vad... iardfi voios ca odinioara. Am 
eu, eu am sa te scot, sa te luminez, sa te vad. ” /loan Slavici, op. cit., 418-419] 
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Fuge cu Nap la Viena, nu fara a se cununa pe ascuns, mai inainte. Acolo, in lume, cei 
doi se intalnesc cu adevarat, intr-un cuplu. Fori,a femeii nu este suficienta pentru a-1 suspnc §i 
pe el. Nal,l nu crede ca Persida Isi asuma pana la capat hotararea de a remnpa la top pentru el. 
Suspicios, o har]uie§te neincetat cu ideea obsesiva a plecarii, ba chiar, a alegerii unui alt barbat 
pentru care ar face la fel: 

,,E§ti femeie frumoasa, de§teapta §i plina de nuri; §i cafi dintre cei ce privesc cu ochi 
doritori la tine sunt oameni mai §i mai deceit mine? Ceea ce mi-ai facut mie ai putea sa-ifaci 
altuia; ceea ce de dragul meu i-ai facut mumei tale, ai putea sa-mi faci §i mie de dragul vreunui 
mai norocos ” . [Idem, 440] 

Daca Persida are energie formatoare, de tip ascensional, Nap are vocapa distrugerii §i 
autodistrugerii. ii lipse§te profunzimea trairii, nu m]elege ca jertfa Persidei este unica, 
repetabila §i vine dintr-un acut sentiment de vinovape. 

Persida, ca §i Mara, cauta in pcrmanenta echilibrul. Poate in aceasta privinta, a 
tenacitapi, o continua pe Mara. II suspne pe Nap cu macelaria, apoi conduce, aproape singura, 
carciuma de la Sararie. Cu cat lucrurile se ascaza pe tagasul bun, cu atat Nap este mai 
nemulpimit. Din dorinta de a-1 ocroti si salva, femeia il anihileaza. Sopil ei se simte strain si 
fara rost. Persida e o „sarcina prea grea pentru dinsul”. 

Finalul romanului, criticat pentru didacticism §i caderea in „vulgaritate”, ii reda Persidei 
locul pierdut. [Nicolae Manolescu, Area lui Noe (eseu despre romanul romanesc), vol. 1, 1980, 
160] 

Daca elanul matem catre Nap este mfrant de slabiciunea si suspiciunea barbatului, prin 
copilul pe care-1 au lmpreuna, Persida redevine cea de odinioara, respectata §i admirata. 
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Abstract: Our study aims to analyze the poems of Mariana Marin by referring to the two hypostasis of 
the ego, as Alexandra Musina defines and characterizes them: the hyperemic ego and the 
individualized ego. Cerebralism, theatricality, self-irony, self-distancing, relativism and ambiguity 
build the perfect mask of a terrible inner tension, differentially valuing the subjectivity distinguished at 
the eighties poet. 
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Noua paradigma poetica deschisa de generatia '80 a mijlocit conectarea-in contratimp, 
cu un decalaj de aproximativ doua decenii- la paradigma postmodemismului de peste Ocean. 
Se prefigureaza un nou limbaj poetic in jurul controversatei instante textuale: eul individualizat. 
Surprinzand in diacronie relatia dintre poet si limbaj, dintre text si realitate se poate identifica 
o rasturnare a acesteia. Alexandru Musina 1 surprinde aceasta permutare: daca pentru poezia 
interbelica si pentru cei mai importanti poeti postbelici(de la Stefan Augustin Doinas la Virgil 
Mazilescu) poezia e limbaj, e text, iar poetul trebuie „sa dispara” in spatele acestuia, sa fie 
impersonal”, pentru poetii optzecisti poezia „exprima, comunica o realitate” 2 , iar sistemul de 
referinta este reprezentat de persoana poctului(fiind instanta ordonatoare). Aceasta propune un 
limbaj in care se descopera relatia de complicitate, mai deschisa, cu cititorul. 

Referindu-ne la lirica feminina a anilor '80, sesizam ca primul lector al acestui tip de 
poezie este insasi autoarea care se descopera prin intennediul eului liric si apoi construieste o 
dependents fata de cititor. Instanta ordonatoare are metamorfozele ei: la Mariana Marin se 
deruleaza in poeme un alter ego, masca(Anne Frank), Judecatorul-penitent, Ariel, ea, un tu 
(intr-un monolog autoadresativ), ca intr-un corp poliedric pe care cititorul il exploreaza, atent 
fiind la fiecare ipostaziere. De multe ori, interioritatea reprezinta o oglinda infidela, deoarece 


1 Alexandru Musina, Antologia poeziei geneeratiei '80, Editura Aula, ed. a Il-a, Brasov, 2002, p. 17. 

2 Ibidem. 
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poezia confesiva, de exemplu, se autoreflecta in propria constiinta subtextuala si metatextuala. 
De aici, posibilitatea de a surprinde eul in criza, eul problematizant in tesatura textului. 

Subiectivitatea lasa romanticul sa evadeze in timp si spatiu, sa pomeasca prin interstitii, 
beatitudinal sau luciferic, in conditiile pastrarii unui centru. Aceasta coerenta si unitate a vietii 
launtrice este pierduta de protagonistul modemismului. Semnificatia interioritatii nu se mai 
recomanda a fi un adapost primitor al eului. Secole la rand, in traditia europeana, eul a desemnat 
partea luminoasa, rationale. Interioritatea scindata este descrisa de Nietzsche :,,Lumea launtrica 
e plina de fantasme si de lumini ratacitoare (...) Ca sa nu mai vorbim de eul Acesta a ajuns o 
nascocire, o fictiune, un joe de cuvinte: a incetat cu totul sa gandeasca, sa simta si sa vrea.” 3 
Eul nu mai poate reprezenta o personalitate unitara, o identitate sigura si nici o legatura de 
echilibru launtric. Subiectul nu mai are o structura ferma. Aceasta reconversie a fost 
conceptualizata de catre Liviu Petrescu 4 , ca fiind „subiectivitate astructurala”, subiectul 
admitand ,,continuturi diverse si structurari viagere” 5 . 

Ipostazele eului inventate in poezia modema sunt cuprinse intr-o tipologie diversificata 
si complexa la Alexandru Musina 6 . Subiectul impersonal marturiseste despartirea de eul 
propriu, calificata drept inspaimantatoare.In ceea ce priveste cea de-a doua ipostaza, eul este 
pus sub semnul incarcerarii definitive si nu mai exprima o personalitate inchegata. Sciziunea 
eului este asezata sub remarca exponentiala a lui A. Rimbaud 7 :..Caci EU este altcineva” si are 
ca principiu de functionare tot perceptul rimbaldian:„Poetul devine vizionar printr-o 
indelungata, imensa si lucida dereglare a tuturor simturilor. Toate fonnele de dragoste, de 
suferinta, de nebunie; el cauta in sine insusi, epuizeaza intr-insul toate otravurile, pentru a nu 
pastra decat chintesenta lor.” 8 Sanda Cordos surprinde in maniera expresiva mobilitatea eului 
scindat, lipsit de un nucleu:„In economia subiectului, locul eului se vacanteaza sau daca, totusi, 
ramane in uz el trimite la o alta realitate launtrica, o realitate instabila, plurala, mereu fara 
centru. ” 9 Una dintre realitatile in care se refugiaza Mariana Marin si pe care o recreeaza este 


3 Friedrich Nietzsche, Amurgul idolilor , trducere de Alexandru Sahighian, Editura Humanitas, Bucuresti, 2012, 
p. 480. 

4 Liviu Petrescu, Poetica postmodernismului, Editura Paralela 45, Pitesti, 1996. 

5 Sanda Cordos, Literatura nitre revolutie si reactiune.Problema crizei in literatura romana si rusa a sec. XX, 
Editia a Il-a addugita, editura Biblioteca Apostrof, Cluj-Napoca, 2002, p. 15. 

6 Alexandru Musina, op. cit., pp. 114-156. 

7 Arthur Rimbaud, lui Paul Demeny(15 mai 1871), din Alexandru Musina, Romulus Bucur, Antologie de poezie 
modema- Poeti moderni despre poezie(manifeste, eseurifragmente teoretice) , Editura Leka Brancusi, 1997, p. 
141. 

8 Ibidem, p. 142. 

9 Sanda Cordos, op. cit. p.15. 
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cea a poemului.„Sa sucesti gatul poemului/ cand afli ca el se scrie si in afara ta?/ Chinuitoare 
revolta si fara obiect./ Nu-ti fie teama:/ exista oricand cineva/ (o gura lipicioasa)/ care sa-ti 
sopteasca adevarul zilei de maine/ si istoriei dinapoi ”(Elegie) ; „Intr-o zi, / tanarul prozator 
ne-a descris o provincie imposibila./ Plini de entuziasm, prietenii toti au plecat/ intr-acolo./ Si 
ei ce nebuni! Si ei ce nebuni, imi spuneam/ inainte de-a ma ascunde in lada de zestr e.'XViclenia 
cantaretului orb) Textul e doar forma pe care o poate lua realitate. Daca in astfel de poeme, 
autoarea dezvolta un camp izotopic al lumii textului exista riscul incadrarii creatiei in 
textualism. Poemul are insa corporalitate si intervine abilitatea poetei de a concretiza 
abstractiunile (la fel cum recunoastem acest demers la Nichita Stanescu). 

Ceea ce caracterizeaza lirica Marianei Marin, de factura neoexpresionista, reprezinta 
pendularea intre doua ipostaze ale eului asa cum le defineste si le caracterizeaza Alexandru 
Musina:eul hiperemic si eul individualizat.Realitatea a fost inlocuita cu ideea de real, intoarsa 
pe toate fatetele textualist-ontologice. Datorita tuselor convulsiv-nevrotice, subiectivitatea este 
intoarsa pe dos: „(Ah, prietene/ -nebunia de a gusta un trandafir/ atamati cu o ureche de rozul 
bun simt)/ La 17 ani,/ La 23 si la iarna,/ voi continua sa-mi amintesc de mine cu aceeasi precizie 
diabolica./ Ca si cum pleoapele mi-ar creste pe varful unghiei./-la batranete mi-as rotunji 
buzele/ pentru cuvantul acela croncanitor. .."'(Nebunia de a gusta un trandafir)Daca la 
romantici trandafirul reprezenta „un simbol al iubirii ce se daruieste, al iubirii curate” 10 , la 
Mariana Marin, prin prezenta acestui motiv se inoculeaza caderea, greutatea, irascibilitatea 
bacoviana:„atarnati cu o ureche de rozul bun simt” Imaginea interioritatii este proiectata in 
„secvente contorsionate”. * 11 Este evidenta asa-numita dereglare a simturilor:„Ca si cum 
pleoapele mi-ar creste in varful unghiei” Autoscopia tulbura imaginarul, iar trandafirul care nu 
mai are atributele feminitatii, al delicatetii devine, probabil, simbolul fructului oprit. Gestul 
nechibzuit „de a gusta”, replicand semnul interdictiei, incheaga viziuni angajate „intr-un 
spectacol al exorcismului demonic” 12 :,,voi continua sa-mi amintesc de mine cu aceeasi precizie 
diabolica”. Mariana Marin isi exprima dorinta de a se instraina de propria-i fiinta, iar aceasta 
calatorie in viata o pregateste pentru intampinarea mortii(tema predilecta de altfel):„mi-as 
rotunji buzele pentru cuvantul acela croncanitor.” 


10 Jean Chevalier, Alain Gheerbrant, Dictionar de simboluri, voi. 3, Editura Artemis, Bucuresti, 1995, p. 177. 

11 Radu G. Teposu, Istoria tragicd si grotesca a intunecatului deceniu literar noud, Editura Cartea Romaneasca, 
Bucuresti, 2006, pp. 131-138. 

12 Ibidem. 
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Marii expresionisti inregistreaza ceea ce vad, aud, simt, traiesc, dar nu experimenteaza, 
ca Rimbaud. Eul hiperemic este atribuit de catre Goetfried Benn expresionistilor, concentrand 
esenta poeticii acestora. Prin concretetea senzatiei, a emotiei fata de o anumita stare exterioara, 
perceptiile, imaginile sunt punctul de plecare pentru a intelege lumea, sunt semne-realitati” 13 
Aceasta materializare a senzatiei nu este conditional de inocularea imaginilor artistice cu 
semnificatii metafizice. Eul hiperemic descrie ceva de dincolo de sine, prin detasarea, 
„impersonalizarea de tip mallarmean, prin iesirea din sine rimbaldiana”. 14 Senzatia de blocaj 
fizic si psihic intr-o lume straina si ostila o intalnim peste tot in Aripa secreta si in Atelierele 
la Mariana Marin. 

Luciditatea, cerebralitatea ar trebui sa creeze un teren al instrainarii sau al distantarii de 
sine. La Mariana Marin transpare sensul paradoxal al cerebralitatii. Laurentiu Ulici surprinde 
aceasta dimensiune a lirismului poetei. 15 Intuitiv, cerebral ar fi poetul care elaboreaza 
suprimand spontaneitatea gesturilor afective. Aceasta calitate se descopera si la eul liric care 
„se distanteaza de sine precum corpul eteric de cel teluric, privindu-se ca strain, mai exact ca 
obiect al contemplarii.” 16 Din aceasta conjuncture se infiripa paradoxulxonservarea 
spontaneitatii in ciuda reducerii aparentelor afective. Acest sens se evidentiaza cel mai bine la 
Mariana Marin(fata de ceilalti poeti ai generatiei optzeci).Aparent, poezia autoarei nu are 
cochetarie sau alint, nici macar confesiune inductiva.Eul liric se ironizeaza constant: 
„Complotezi impotriva gandacilor de bucatarie/ si nici macar nu ai vazut camarile 
umbroase/ale Vaticanului.// Vai, fericit este soarecele:/ singura lui spaima e cusca...// In 
biogralia ta cu zgomot de hartie arsa/ un orb isi aminteste gustul ierbii.”(Eenc/tJAutoarea scrie 
„pe dedesupt”, in stilul lui Arghezi, trimitand la un referent imediat al realitatilor societatii 
comuniste; ,,gandacii de bucatarie” sugereaza si precaritatea apartamentelor. Spiritul ironic 
anihileaza aceasta imagine dezolanta, prin enuntarea „camarilor umbroase ale Vaticanului” 
Poeta strecoara aluzii culturale: pe de o parte, Vaticanul este echivalent Occidentului, iar pe 
de alta parte are rezonante teologice(„doua parghii” interzise unei tari comuniste, izolate de 
Europa ). instrainarea este relevanta prin prezenta uneia dintre identitatile colectionarei: 
soarecele, care se substituie eului liric ce ar putea fi claustrat. Se configureaza procesul de 
dedublare, de sciziune interioara, ca o forma de protectie a eului.Amaraciunea unei vieti scurse 


13 Alexandria Musina, Paradigma poeziei moderne, Editura Aula, Brasov, 2004, p. 135. 

14 Ibidem, p. 136. 

15 Laurentiu Ulici, Refractia lined, in ,,Romania literara”, nr, 31, 29 iulie, 1982, p. 11. 

16 Ibidem. 
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in neimpliniri se concentreazS in ,,biografia”, „cu zgomot de hartie arsS”. Omul poartS in sine 
insusi nu doar un strain, ci si un dusman, pregatit sS facS pactul cu cSISul din afarS, aducandu- 
i pieirea. Sub aceastS pavSzS a luciditatii nu cumva se agita un suflet mare? De aceea lectura 
multor texte ale poetei creeazS un blocaj. De aici se desprinde ambiguitatea poemului. 
Cerebralitatea conjugate cu autoironia, distantarea de sine, relativismul construiesc o mascS 
perfecta a unei tensiuni interioare teribile. In mod plastic, Laurentiu Ulici identifies 
„ambiguitatea prin refractia liricS”.Sanda Cordos 17 conchide cS in spatiul unei subiectivitSti 
multiplicate este mposibilS relatia de echilibru cu Sinele. 

Pe de altS parte,eul individualizat reprezintS revolutia poeticS modemS, regandirea 
importantei individului, noul antropocentrism cand omul devine concret, integral, ireductibil. 
Se ajunge treptat la redobandirea superioritStii poeziei asupra prozei 18 , prin precizia 
psihologicS, existenta ca o continuS explorare a lumii si efortul de a te intelege pe tine insuti, 
de a gSsi un sens. Din aceastS coordonatS, derivSpoezia biograficS a eului individulizat(Lowell, 
Plath, Mariana Marin, Angela Marinescu) sau a eului corporalizat. AlSturi de ,,prezenta 
autobiograficului, mSsura autofictiunii” 19 - care „antreneazS phantasia in inima mimesis- 
ului” 20 , spre a ne avertiza cS acestea douS realizeazS o impletire paradoxalS - a determinat 
speculatiile teoretice despre statutul eului liric si al eului empiric, al eului fictiv si al celui real 
in economia textului. Paradigma poeziei modeme incearcS sS propunS euri cat mai apropiate 
de ceea ce este individul in lumea moderns. Pornind de la cele trei elemente prin care este 
construitS opera literarS(melopoeia, phanopoeia, logopoeia), Ezra Pound 21 anticipa viitorul 
poeziei: „poezia secolului douSzeci ... se va ridica, cred, impotriva mSruntisurilor, va fi mai 
dificilS si mai sSnStoasS... Va fi cat se poate de asemSnStoare granitului, forta ei va sta in 
adevSrul ei... nu va incerca sS parS puternicS prin tSrSboi retoric si dezmSturi somptuoase. 
Vom avea mai putine adjective colorate...Cel putin in ceea ce mS priveste, o vreau astfel, 
austerS, directs, lipsitS de alunecSri emotionale.” 


17 Sanda Cordos, „Biciuirea eului” in Literatura intre revolutie si reactiune. Problema crizei in literature romana 
si rusa a secoluluiXX, Editia a Il-a adaugia, biblioteca apostrof, cluj-napoca, 2002, pp. 14-18.. 

18 Alexandru Musina ( Paradigma poeziei modeme, Editura Aula , Brasov, 2004) prezinta teza lui Pound despre 
reinventarea poeziei pentru a putea intelege evolutia, in diacronie, a paradigmelor poetice.Proza sentimentala a 
constituit cel mai semnificativ semnal. Poezia secolului XVIII, din perioada 1650-1750 suna artificial. Ezra Pound 
constata superioritaatea prozei asupra poeziei intre 1750 si 1900.Lumea moderna aduce in prim-plan individul. 
Toti marii poeti ai ultimolor 50-60 de ani(de la Lowell sau Berryman, la Peter Handke sau Ted Berrigan) au 
propus:eul individualizat. 

19 Ibidem. 

20 Ibidem. 

21 Ezra Pound, O retroospectivd, in Alexandru Musina, Romulus Bucur, Antologie de poezie moderna.Poeti 
moderni desprepoezie(manifeste, eseuri, fragmente teoretice), Editura Leka Brancusi, 1997, p. 204. 
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Mariana Marin prefigureaza, inca din primul volum de versuri, aceasta schimbare de 
registru. Mai intai se adreseaza direct cititorului:„Nu-ti fie teama, cititorule!”Apoi poeta 
noteaza: „Am parasit conventia cocosata a trecerii timpului,/ Rad de ceasul din turn, de ceasul 
de mana,/ De ceasul de aur, de ceasul de fier .. '\Sdngerosii utopisti) Aceasta marturisire a 
autoarei marcheaza ,,parasirea” vechii poezii, a „ceasurilor” argheziene. Poezia se doreste a fi 
altceva:,,rasfrangere in sine, privire a fiintei inlauntrul sau” 22 :„Nimeni nu calatoreste, 
cititorule!/ Numai trupul - un ochi vast,/ numai trupul- privit de un ochi fix./ Numai trupul - 
inghitit de o gura care vede..” Universul intreg este un ochi care vede, „un Argus, suma de ochi 
larg deschisi” 2 ’ In el se reflecta insa zbuciumul, angoasa poetei. Aceasta calatorie este o 
experienta unica,totala, dureroasa, in care nu se poate trisa: este „un razboi de o suta de ani”. 
in alta circumstanta, „suta de ani ” se asociaza imaginii emblematice a poetului:„Ehei, viclenia 
cantaretului orb!/ Cand iti intinde o mana/ ai putea lumina o suta de ani, in plina iama/ a 
spiritului .”(Viclenia cantaretului orb) 

Ion Bogdan Lefter 24 identified o ecuatie a poetei, ce reflecta ambiguitatea:„poezie si 
existenta”.In mod implicit, cele doua directii ale acestui raport se configureaza astfel: pe de o 
parte, „poezia se confunda cu existenta”, iar pe de alta parte, exista „intelegerea scrisului ca 
artefact”, ca discurs manipulat de autor. Poezia marturiseste despre trairile si incercarile 
constiintei(poeta anticipeaza prin citatul din Hermann Heese- Jocul cu margele de sticla in care 
se vorbeste si despre „constiinta intelectuala”/. Ion Bogdan Lefter remarca la poeta tehnica 
prin care trairile si obsesiile isi gasesc o expresie valida estetic prin preluarea si„ trucarea” 
acestora, implicand ,,detasarea manipularii lucide a poeziei’fMiza o constituie nevoia funciara 
a poetei de a pastra nealterata confesiunea in fata „grilei tradatoare a poeziei”. 

In poezia care dezvaluie caracterul epic, ramane doar impresia ca versurile vor sa 
transcrie ceva „adevarat”, ceva „intamplat”. Poeta atrage cititorul in acest mod de lectura(un 
fel de manipulare estetica), lasa sa se deruleze franturi dintr-o poveste posibila ce ar putea fi 
reinventata:,,si ce greu mai scrii si poemul asta/ .../ iti spui: voi inventa totusi o istorioara!” 
Sunt niste false ,,istorioare”, adevaratele calatorii desfasurandu-se in planul constiintei:„Nu 
mizeria din afara, cea dinauntru trebuie strivita”; ,,Uneori, monstruozitatea vine din noi/ si 
poate fi si atunci contemplata”. 


22 Ion Bogdan Lefter, Cavalcadapoeticd-,,Tot mai aproape de sine”, in „Amfiteatru”, nr. 5, mai, 1983, p. 8. 

23 Gaston Bachelard, Poetica reveriei, Traducere din limba franceza de Luminita Braileanu, prefata de Mircea 
Martin, Editura Paralela 45, Pitesti, 2005, p. 202. 

24 Ion Bogdan Lefter, Cavalcada poetica-,,Tot mai aproape de sine”, in ,,Amfiteatru”, nr. 5, mai, 1983, p. 8. 
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Privirea exterioara protejeaza interioritatea, instituind in poem teatralitatea. Este mereu 
prezent in text un „tu” care vibreaza sau se resemneaza evenimentelor de mare adancime 
sufleteasca: „0 dupa-amiaza suspecta/ ca o pisica neagra care ar incepe brusc sa vorbeasca / si 
tu, hotarata pentru a nu stiu cata oara sa incepi o viata echilibrata.”/,,Viata ta- o mica crima 
perfecta.” „Gata sa-ti inventezi o disparitie. / Gata sa iei locul varului de pe zidul din fata casei./ 
- in acea dupa-amiaza de septembrie, //cand cineva iti mesteca tacticos oasele, cand viata ta era 
la sute de kilometric si spala geamurile lui aprilie.” in cautarea identitatii personale, eul se 
reinventeaza cu usurinta, cu abilitate, ca o salamandra:„Gata sa iei locul varului de pe zidul 
casei”. Poeta creeaza o falie a ludicului, amintind de iluzionistii care pot camufla lumea 
materials. De la un volum la altul, Mariana Marin se desprinde lin de „teroarea poemului ca 
limbaj al marturisirii”. 25 Versurile prin care se detaseaza, implicand reflexivitatea asupra 
textului poetic amortizeaza forta acelui ,,tu” ambiguu, substituindu-1 cu Anne Frank sau cu 
Judecatorulpenitent. Subiectivitatea este valorizata diferentiat. Probabil ca, pentru cititor, acel 
„tu” are mai multa rezonanta afectiva. Martin Buber 26 surprinde aceste ipostazieri ale vietii 
interioare ale subiectului: „ Cuvantul fundamental. Eu-Tu poate fi rostit numai cu intreaga 
fiinta. ... Cuvantul Eu-Acela nu poate fi niciodata rostit cu intreaga fiinta. ... devenind Eu, ll 
rostesc pe Tu. Orice viata adevarata este o intalnire.” 

Instituirea unei stari de urgenta in poem, teatralitatea, cautarea propriei sale identitati, 
regasirea, criza interioritatii, ambiguitatea- sunt caracteristici care configurcaza portretul unei 
lunediste in noua pradigma literara, Daca ar li sa inscriem poezia Marianei Marin in spatiul 
postmodernismului literar romanesc, am opta pentru metoda contrap unctului pe o partitura ce 
respecta poetica postmodernista. 
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PETRU CIMPOESU OR THE COMPRESSION OF THE PERIPHERY IN A 

BLOCK OF FLATS 


Aritina Micu 

PhD Student, ”1 Decembrie 1918” University of Alba-Iulia 


Abstract: Coming out from the “sign of gravity ” Cimpoesu Petru’s novel Simion the elevator-man ”is 
one of the few books written for the simple delignt of the reader” (Daniel Cristea- Enache) and is under 
the sign of the comic, without this fact having a negative effect on its literary value and thus throwing 
it into the realm ofparaliterature. All the comic situations, the atmosphere of a colourful fair, the puppet 
show is grafted on a background realism, a period of transition, a tiringly prolonged transitionwhich 
lacks a terminus point. Such a slum, post-communist, compressed on the vertical, in the womb of a block 
of flats on the Sheep Street (symbolic name with a biblical connotation), is revealed to the reader, who 
consumes avidly the narrations that open in a multi-level system and offers, in their turn, to each 
character the possibility to sustain, to sell their own role. The novel is a lenient mirror, a mild contrast 
with a prose that is ’’too deformed, too wry, too intellectual, even when or especially when it pretends 
to be self fiction. ” (Horia Garbea) 

Rezumatul lucrarii: 

Iesind de sub „zodia gravitatii ” 1 romanul lui Petru Cimpoesu, Simion liftnicul, „face parte din cele 
cateva card scrisepentru sirnpla inseninare a cititorului ” 2 3 si sta sub semnul comicului, fara ca acest 
lucru sa-i stirbeasca valoarea literara si sa-l arunce in spatiul ingrat al par aideraturii. Toate situatiile 
comice, atmosfera de balci colorat, spectacolul cu marionete se grefeaza pe un realism de fond, 
perioada de tranzitie, o tranzitie obositor prelungita careia ii lipseste punctul terminus. Romanul este 
o oglinda ingaduitoare, blanda in contrast cu proza „prea contorsionata , prea crispata, prea 
intelectuala, chiar si atunci sau mai ales atunci cand sepretinde autofictiune ’ 

Keywords: slum/ outskirts,, center and periphery, post-communist society, period of transition 

Intr-o cronica aparuta in Romania literara, Luminita Marcu considera acest roman: „ o 
mica bijuterie de umor sec, de ironie si parodie bine tinute infrdu, o fresca in linii esentiale a 


1 Daniel Cristea- Enache, La bloc, in „Adevarul literar si artistic”, Bucuresti, 8 februarie 2005, p.5. 

2 Ibidem. 

3 Horia Garbea, Interviu cu Petru Cimpoesu, in „Ramuri”, nr. 1, Craiova, 2008. 
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societatii romanesti postdecembriste”. 4 Desi textul scriitorul bacauan atrage atentia criticii 
autohtone, mai ales dupa ce primeste in Cehia cele doua premii „Magnesia Litera” (Cartea 
anului si Premiul pentru traducere), doar Sanda Cordos in articolul publicat in revista „Vatra” 
deschidea un interesant palier de interpretrare considerand ca in constructia personajelor care 
populeaza acest roman „Cimpoesu lucreaza cu banalitatea unor biografii citadine mai degraba 
de periferie (mahala) ”. 5 

O altfel de mahala, postdecembrista, comprimata pe verticals, in pantecele unui bloc de 
pe strada Oilor (nume simbolic cu trimitere biblica), se dezvaluie cititorului care consuma avid 
naratiunile deschise ca intr-un sistem multi-level si ofera, pe rand, ficcarui personaj 
posibilitatea de a-si sustine, de a-si vinde partitura. Inghesuiti in apartamente si garsoniere cu 
pereti subtiri, mostenire a perioadei comuniste, oamenii traiesc asa cum remarca Mircea 
Iorgulescu, „ intr-un colectivism olfactiv ” 6 si auditiv. Autorul reuseste sa faca din acest spatiu 
comun si totusi privat axa romanului sau, incetineste imaginea si amplified sunetul oferindu-i 
generos cititorului posibilitatea de a se bucura din plin, nu doar pe gaura cheii, de spectacolul 
lumii. „Arhivarului noii umanitati de dupa ’90 ” 7 nu-i scapa nimic, surprinzand toate tipologiile 
care populeaza Romania postdecembrista, aglomerandu-le pe scara unui bloc, care reface in 
miniatura imaginea intregii tari. Trebuie stability de la inceput nota comuna a personajelor din 
acest roman: o oarecare naivitate si apetenta pentru miracol, generate de nevoia unui nou 
centru, „ o infantilizare patologica ” 8 , boala contactata din perioada comunista cand cetateanul 
era pus la adapostul unui stat parinte ce-si asuma rolul de protector in schimbul unei supuneri 
oarbe. Dorinta de a se invecina cu miracolul, nevoia de spiritualitate se traduce si in usurinta 
acceptarii unui ciudat pastor, umilul cizmar de la parter , care ar putea sa le dea ceeea ce cauta: 
„o confirmare de sine , un sens(...), mai degraba un sens al propriilor iluzii, cel mult sensul 
prezentului, al zilei de azi, rareori si al celei de maine ” 9 

Primul personaj care isi vinde povestea, doamna Peleghia, face parte din „grupul 
intelectualist” 10 , dar e prinsa intr-o relatie adulterina cu un vecin de la etajul 5, asupra caruia 
autorul arunca „ un val de mister onomastic ” numindu-1 pe tot parcursul romanului „ domnul al 


4 Luminita Marcu, Umor si metafizica, in „Romania literara”, Bucuresti, An XXXIII, nr. 25, 27 iunie 2001 

5 Sanda Cordos, Scara pacatosilor, in „Vatra”, Targu Mures nr.11-12, 2003, p. 159. 

6 Mircea Iorgulescu, Viata la romani dupa evenimente, in „Revista 22”, An XII, nr. 51, 18 decembrie 2001, p. 15. 

7 Alex Goldis, Alex, Elegiepentru optzecism, in „Cultura”, nr. 186, 14 august 2008. 

8 Cristina Timar, Tezd de doctorat. Romanul tranzitiei, Targu-Mures, 2010. 

9 Petru Cimpoesu, Simion liftnicul, Bucuresti, Ed. Polirom,, 2011, p. 90. 

10 Luminita Marcu, Op. cit. 
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carui nume U trecem sub tacere”. Asadar, pe aceasta „scara a pacatosilor” 11 , primul viciu 
este adulterul. Pacatul acesta nu genereaza conflicte in interiorul familiei doamnei Peleghia, 
pentru ca ea este casatorita cu un Costica aproape absent si comod, care nu pune prea multe 
intrebari. Domnul al carui nume autorul se incapataneaza sa-1 treaca sub tacere este o prezenta 
interesanta macar prin teoriile indraznete pe care le formuleaza despre Sfanta Treime, pe care 
o dcfincstc prin analogic cu partile componente ale unui computer: „hardul arfi Dumnezeu- 
Tatal, softul e Duhul Sfant, iar Hsus este inertfata. ” 12 Discutiile dintre cei doi protagonisti ai 
acestei relatii ilicite, depasesc limitele unui discurs banal intre indragostiti si aluneca in zona 
subiectelor serioase, indraznete. Scriitorul nu-si pierde latura umoristica si chiar daca subiectele 
sunt serioase, de multe ori amendeaza comportamentul personajelor care contrasteaza cu 
profunzimea problemelor dezbatute. Astfel, in timp ce isi dezvolta teoria interesanta despre 
„ crestinismul somnambul al romanilor ”, domnul de varsta mijlocie caruia naratorul ii ascunde 
pana in final numele, este victima unui accident stupid si umilitor: incercand sa lovesca o minge 
, cade si se loveste destul de rau. 

Pe aceasta veritabila area a lui Noe se aglomereaza si alte „specii” ale realitatilor 
romanesti postdecembriste: domnul Toma, „un posedat al adevarurilor absolute” 13 care 
imparte lumea in doua categorii diferite, cei care asculta si cei care nu asculta emisiunile BBC 
in limba romana; Eftimie, inocentul profesor de biologie, o victima sigura a femeilor (parasit 
de sotia sa si acuzat de eleva Lenuta Ciobanu ca ar fi lasat-o insarcinata); Elefterie Popescu, un 
impatimit al sistemelor de loterie, perdantul prin excelenta; domnul Ilie, un Danila Prepeleac 
modem, care pe baza unui targ asemanator ajunge posesoml unei garsoniere in blocul de pe 
strada Oilor; domnul Anghel, imaginea functionarului model, chinuit de o boala de piele ce ii 
cauzeaza mancarimi insuportabile, dar si de o nevasta cicalitoare; Nicostrat Zavoratul, exoticul 
yoghin care da contra cost lectii de kamasutra si este poreclit asa pentru ca usa de la garsoniera 
lui este permanent deschisa; elevul genial Temistocle, un biet orfan gas it in lift si adoptat de 
bunica Elemosina; nu in ultimul rand, domnul Ion-seful-de-scara, fost angajat cu o functie 
modesta la securitate care se zbate pentru buna functionare a acestui spatiu locativ si pentm 
elaborarea unor anunturi cat mai reusite ale asociatiei de proprietari pe care o reprezinta. 

Pe langa acesti locuitori de drept ai blocului sunt si alte personaje „adoptate”: domnul 
Vasile si doarnna Alis, permanent in vizita la doarnna Peleghia, fiica lor, sunt frguri importante 


11 Sanda Cordos, Op. cit. 

12 Petru Cimpoesu, Op. cit., p.134. 

13 Mircea Iorgulescu, Op. cit. 
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ale acestei comunitati, mai ales datorita functiei pe care o avusese domnul Vasile pe vremea 
raposatului; domnisoara profesoara Zenovia Sempronian vizitatoare asidua a blocului care 
urmareste cu atentie destinul elevului saupreferat, Temistocle, si beneficiaza de lectiile de yoga 
ale lui Nicostrat Zavoratul. 

Mai este posibila in lumea contemporana, in spatiul comprimat al unui bloc de locuinte 
apropierea autentica de Dumnezeu? „ Cum ar fi posibila sfintenia la bloc, in conditiile zilei de 
azi?” e intrebarea pe care ne-o adreseaza scriitorul prin vocea unuia dintre personajele sale, 
doamna Peleghia. Raspunsul vine prinr-un alt personaj, umilul cizmar Simion, care se 
blocheaza in el pentru a duce o adevarata viata spirituals, dupa ce fusese pregatit si indemnat 
„de catre un inger care i se arata in travesti prof an, cu pantofii la reparat” 14 . Cizmarul, prin 
dialogul cu ingerul cu Dumnezeu reabiliteaza o meserie denigrata de actiunile unui conducator 
care are initial aceasta modesta ocupatie. 

La inceput, blocarea liftului trece neobservata de ceilalti locatari, numai autorul numara 
zilele si capitolclc,, dupa o contabilitate biblica de la moartea liftului”: ziua intai (adica a 
treia), ziua a doua (adica a patra). Primul care descopera motivul real al nefunctionarii liftului 
este, asa cum era si fircsc prin functia pe care o detinea, Ion-seful-de-scara. Incearca sa 
solutioneze acesta problema neasteptata printr-un dialog cu batranul, dar raspunsurile acestuia 
ll dezarmeaza. Atunci cand seful de scara ii sugereaza sa gaseasca un alt loc pentru rugaciune, 
de exemplu biserica, raspunsul fostului cizmar este semnificativ pentru intreaga realitate 
romaneasa: ,, Vai, vai, vai, vorbesti de pared n -ai sti ce inghesuiala e acolo si cum se calca in 
picioare uniipe altiilDepared n-ai sti ca multi se due la biserica numai din cauza ca au nevoie 
de un alt Ceausescu- pentru ei Dumnezeu e un inlocuitor al acestuia”. 15 Crezand ca lucrurile 
se vor complica si fara o solutie reala, seful de scara incearca sa ascunda cauza blocarii 
elevatorului. Dar in spatiile mici, vestile circula repede si oamenii afla ce s-a intamplat. 
Locatarii accepta cu neasteptata usurinta invecinarea cu miracolul si Simion cizmarul, batranul 
discret de la parter, devine Simion liftnicul, un indrumator spiritual, caruia tot mai multi vin 
sa-i ceara sfaturi. Din ce in ce mai putini sunt deranjati de blocarea liftului, iar ultimul etaj se 
transforma intr-un loc de pelerinaj, oamenii cautand solutii pentru probleme personale, cele 
mai multe dintre ele prozaice: domnul Anghel cauta o solutie pentru inexplicabila sa boala de 
piele, profesorul Eftimie incearca sa-si dovedeasca nevinovatia in cazul elevei Lenuta Ciobanu, 


14 Sanda Cordos, Op. cit., p.160. 

15 Petru Cimpoesu, Op.cit., p.75. 
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iar doamna Peleghia vrea sa scape de remuscarile cauzate de o minciuna nevinovata (il minte 
pe „domnul la carui nume il trecem sub tacere” ca bea apa sulfuroasa pe care acesta i-o 
recomandase ca medicament). Cand Temistocle, al carui destin nu intamplator se leaga tot de 
imaginea liftului (fusese abandonat de parinti si gasit de bunica Elemosina in acest loc), isi 
marturiseste dorinta de a muri, raspunsurile lui Simion, simple, dar profimde , il ajuta sa vada 
dincolo de o stare de moment. Si pentru cizmarul profet este un moment decisiv, pentru ca 
acum isi gaseste discipolul, alaturi de care pomeste intr-o calatorie, nu se stie unde. Inainte de 
plecare, Simion lasa o ultima invatatura, „ Parabola blocului de locuinte” prin care anunta 
ambiguu „ un timp de final al exodului si de intrare in tara fagaduita sau un timp ce premerge 
Apocalipsei, un final de istorie si de tara pentru care promisiunile de salvare au devenit 
imposibile?”. 16 

Daca in romanul lui Dan Lungu, Raiul gainilor, mahalaua se reducea la imaginea unei 
singure strazi de la periferia Bacaului, romanul lui Petra Cimpoesu comprima aceeasi imagine 
in scara unui bloc cu opt etaje. Aceasta mahala inghesuita pe verticals are privilegiul de a 
reproduce la o scara mai mica realitatile intregii tari. Aparitia unui „ales” in randurile acestei 
umanitati decazute, dezorientate prin pierderea centralui ordonator ofera, cel putin pentru o 
perioada scurta de timp, iluzia salvarii. 

,, Marele roman al tranzitiei romanesti” 17 cum il numea Tudorel Urian reuseste in egala 
masura sa provoace rasul, dar si sa indemne cititoral la meditatie 
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THE FEMININE IDENTITY IN THE PARADIGM OF MODERNITY 


Raluca Batori 

PhD Student, ’’Petru Maior” University of Tirgu Mures 


Abstract: Starting from the idea that the construction of the personal identity could be analysed as a 
transition between the self and the other, the paper tries to highlight the feminine identity and to 
underline the fact that the woman has long ceased to be a mere presence. The authors brought into 
discussion were Virginia Woolf and Hortensia Pcipadat-Bengescu, taking into account the similarities 
that exist within their works, such as: the duplication of the character, the modern technical viewpoint 
or the stream of consciousness. 

Keywords: identity, feminism, duplication, stream of consciousness, modernism 


Construc|ia idcntitapi personale poate il analizata ca o tranzacpc intre sine si altul. 
Fiecare schimb este filtrat printr-o imagine - a sinelui, sau a altuia - care devine o grila de 
clasare, de reducere si de lixarc a informatici, la care se asociaza o dinamica cmoponala care 
permite activarea - sau nu - a lucrurilor date. 

in ceea ce priveste identitatea feminina in contextul literaturii, putem observa ca femeia 
a incetat de mult sa mai fie o simpla prezenta, cel mult tolerata pe scena literaturii, iar literatura 
feminina un fenomen izolat. Nu mai este nevoie de o ocultare a identitatii in spatele unor 
pseudonime barbatesti pentru a reusi sa patrunda intr-o lume care era monopolizata de barbati. 
Virginia Woolf afirma in acest sens al dificultatii femeii de a se integra intr-o literatura faurita 
de barbati, faptul ca: greutatea, ritmul si capacitatea mintii unui barbat sunt prea diferite de cele 
ale unei femei, pentru ca aceasta sa poata imprumuta ceva de la ei, pledand, in acelasi timp, 
pentru o adaptare a literaturii la organismul firagil feminin. Insa ceea ce face Virginia Woolf 
prin afirmarea acestor idei este, de fapt, o reluare, sub o alta forma, a diferentelor de ordin 
spiritual ce exista intre un barbat si o femeie, si anume, existenta, pe de o parte, a spiritului 
masculin, dominat de ratiune, putere, ordine, luciditate si, pe de alta parte, spiritul feminin, 
pasional, haotic, slab. Ceea ce e, insa, evident este faptul ca diferenta de gen se observa cel mai 
bine in textul literar, trecand de aspectele psihologice si indreptandu-ne atentia spre asupra 
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celor sociale, istorice sau cele legate de educatie. Intrebarea care ramane este legata de 
autodefinirea identitatii, care are stabilit un punct de incepere sau de finalizarc.Estcticul este 
valoarea care legitimeaza o opera literara. Prin urmare, aceste diferente de gen dispar in 
momentul in care o opera este valoroasa din punct de vedere estetic. 

Eugen Lovinescu exprima simplu in Prefata cartii Evolutia scrisului feminin in 
Romania, ce apartine Margaretei Miller Verghi si Ecaterinei Sandulescu, faptul ca arta se 
contureaza prin substanta sa si se ierarhizeaza din punct de vedere estetic, aceasta ignorand 
chestiunile legate de regiune, sex, nationalitate sau varsta. 1 Aceste idei subliniaza importanta 
esteticului inaintea oricarei alte forme de selectie si, de asemenea, evidentiaza meritul literaturii 
feminine de a conferi frumusete si sensibilitate creatiei artistice. Generatia de scriitoare 
modemiste au impus teme indraznete, precum erotismul sau fervoarea adolescentina, ce s-au 
transformat ulterior in adevarate etape de maturitate a scriiturii feminine, pentru a depasi toate 
tiparele stabilite pana atunci cu privire la scrisul feminin. in acest sens, putem aminti studiul 
Virginiei Woolf - O camera separata - in care scriitoarea considera ca pentru a scrie romane, 
o femeie ar avea nevoie doar de „bani si de o camera separata.” 2 Virginia Woolf a realizat acest 
studiu din trei perspective: in primul rand, a prezentat tipologia femeii, mai apoi a analizat 
literatura feminina si relatia dintre femei, iar in ultima instanta, a dezbatut unghiul din care sunt 
vazute femeile in literatura scrisa de barbati. Simona Sora, intr-un articol publicat in Dilema 
veche - Se.xul literaturii - subliniaza ca „prin anii ’30, cand spunea ca o femeie, daca ar scrie 
ca o femeie, ar pune lucrurile in ordinea lor fireasca, adica ar fi atenta cu precadere la 
fragmentare, defasurare si ordinea asteptata. Virginia Woolf nu se referea nici la sexul biologic, 
nici la feminitatea construita social. Scriitoarea se gandea mai ales la o unificare - in scris - a 
mintii si la o punere in ordinea fireasca a faptelor literare, in genul gramaticii pe care poti s-o 
ignori sau sa o distorsionezi doar daca o cunosti bine.” 3 Aceeasi scriitoare aminteste ca in 
perioada interbelica romaneasca, scriitoarea dorea sa fie „masculin de feminina sau feminin de 
masculina” 4 , iar „mintea in ansamblul sau sa fie larg deschisa” 5 . Prin astfel de abordari, 
observam faptul ca scriitoarele incercau sa prezinte teme tabu pentru acea perioada, lasand la 


1 Eugen Lovinescu, in Prefata la Evolutia scrisului feminin in Romania, Margareta Miller Verghi si Ecaterina 
Sandulescu, Editura Bucovina, Bucuresti, 1935, p. V - VII 

2 Virginia Woolf, O camera separata, Traducere de Radu Paraschivescu, Editura Univers, Bucuresti, 1999, p. 6 

3 Simona Sora, Sexul literaturii, in Dilema veche, anul III, nr. 112, 23 martie 2006, p. 130 

4 Ibidem, p. 131 

5 Ibidem, p. 131 
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o parte model de expunere total diferit datorita noului limbaj instaurat prin cade sensibilitatii 
si ingenuitatii feminine. 

intr-o „camera separata” scria si Hortensia Papadat-Bengescu, luand nastere momente 
psihologice distincte, antrenate de o viziune noua asupra realitatii interioare, antrenata de acel 
flux al constiintei ce se regaseste si in opera Virginiei Woolf. Vladimir Streinu, cel care nu a 
reusit sa se adapteze colegelor de generatie, a observat o detasare a Hortensiei Papadat- 
Bengescu de formele sensibilitatii, evidentiate in operele colegelor sale, inscriind-o pe aceasta 
in randul autorilor de gen masculin. El aminteste in acest sens: „scriitoare si nescriitoare, 
cucoanele care luau parte la sedintele literare ale cenaclului Sburatorul, intre anii 1922 si 1926, 
ocupau un divan asezat in unghiul din fata si dreapta biroului lui E. Lovinescu. Hortensia 
Papadat-Bengescu nu lua loc printre semene; ramanea in rand cu scriitorii, care, respectand 
divanul, se insirau pe langa peretii incaperii si, mai adesea, in picioare. Nu s-ar putea spune 
totusi ca intre ea si gentilul grup ar li existat vreo adversitate, nu; dar se complacea la o distanta 
oarecare de coltul cu pricina. De altfel, chiar opera sa de Romanciera marturiseste aceasta 
miscare de respingere sau numai discreta indepartare fata de formele feminine ale sensibilitatii. 
Caci, desi semnand, la inceputul carierei, mici proze lirice, Papadat-Bengescu a ajuns la acel 
Concert din muzica de Bach, in care totul, accent, energie, putere de a sugera, dar si de a 
disocia, refrigerenta intelectuala si dominarea materiei epice, indica un autor si nu o autoare.” 6 
Astfel de psiho-metamorfoze au fost evidentiate si in romanele Henriettei Yvonne Stahl, Eterna 
iubire, Ioanei Postelnicu, Bogdana sau Luciei Demetrius, Tinerete. in toate aceste romane a 
fost construita tipologia femeii „bantuita de iluzii, de instincte si de vicii” 7 , iar pentru prima 
data un personaj feminin reusea sa aiba niste trairi interioare puternice, ce strabateau intreaga 
opera si care a trecut de la simplu spectator al propriei existente la cel de protagonist, capabila 
sa isi depaseasca conditia si sa infrunte adversitatile intalnite in cale. Se poate spune ca 
scriitoarele aveau un avantaj in fata colegilor de gen masculin in ceea ce priveste reprezentarea 
registrului emotional al femeii, acestea putand oferi literaturii trairi si sentimente directe, 
nefiltrate prin gandirea unui scriitor de gen masculin. 

Singura scriitoare care a reusit sa se afirme, in adevaratul sens al cuvantului, in literatura 
romana, ocupand un loc central in cadrul canonului literar, este Hortensia Papadat-Bengescu. 
Desi parcursul biografic a umbrit, intr-o anumita masura, preocuparile sale literare, dar si 


6 Vladimir Streinu, Pagini de criticd literard, vol I, Editura pentru Literatura, Bucuresti, 1968, p. 121 

7 Pompiliu Constantinescu, Scrieri, vol. IV, Editura Minerva, Bucuresti, 1972, p. 301 
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contactul atat de dorit cu literatura europeana, Hortensia Papadat-Bengescu ramane cea mai 
importanta scriitoare a literaturii romane de la inceputul secolului XX, o prozatoare ce pune in 
scena un roman inedit, complet diferit de cele expuse pana la momentul acela in literatura 
romana. Mircea Popa sintetiza in studiul De la est spre vest. Privelisti literare europene, 
tendinta scriitorilor romani, la inceputul secolului XX, de a crea anumite relatii cu lumea si 
cultura occidentals. El aminteste in acest sens faptul ca „inceputul de veac ii prinde pe romani 
pregatiti sa preintampine cum se cuvine innoirile ce se anunta. Tot mai multi romani tineri isi 
fac studiile in capitala Frantei, tot mai multi artisti, scriitori, indragostiti de arta si literatura pot 
fi intalniti prin cafenelele pariziene in cautarea acelui spirit al secolului care sa-i scoata din 
anonimat si sa-i faca mai vizibili atat in tara lor, cat si in strainatate.” 6 In cazul Hortensiei 
Papadat-Bengescu lucrurile au stat diferit, aceasta casatorindu-se la o varsta frageda, anuland, 
astfel, inceputul unui traseu literar si cultural timpuriu. Talentul, dorinta scriitoriceasca 
launtrica, dar si nemultumirea vietii personale, o indeamna insa sa se indrepte spre viata 
literara, mai tarziu, ce e drept, insa nu prea tarziu pentru un succes implacabil. 

Desi Hortensia Papadat-Bengescu nu a beneficiat de o cale acces spre literatura 
europeana, ceea ce operele sale denota este o descendenta axata mai degraba pe directie 
europeana, decat pe o linie modema romaneasca. Acest fapt poate fi dovedit prin constanta sa 
preocupare de a promova umanitate europeana. Astfel, in operele sale nu mai apare imaginea 
provinciei in care nu se intampla niciodata nimic, ci o imagine a unei provincii ce trece peste 
deficitul existential in care se afla cu ajutorul introspectiei. De asemenea, se poate observa o 
schimbare si in ceea ce privesc prototipurile caracterelor expuse in proza sa, debutand de 
aceasta data personaje mondene, dominate de framantari, ce conduc spre o introspectie 
profunda. Poate si datorita acestui fapt, Hortensia Papadat-Bengescu este cunoscuta drept o 
exploratoare a psihicului uman. 

Hortensia Papadat-Bengescu este contemporana marii scriitoare engleze, Virginia 
Woolf, care a revolutionat modernismul european. Cele doua scriitoare sunt puse sub acelasi 
numitor comun de critica literara, datorita unor elemente. Unul din acele elemente este faptul 
ca majoritatea romanelor se bazeaza pe experientele personale ce le-au marcat existenta. in 
operele lor, cele doua scriitoare isi retraiesc, prin personajele pe care le construiesc, propriile 
vieti. in cazul Hortensiei, este evident faptul ca experienta din prima parte a vietii sale, sortita 
banalitatii, este dublata de o alta experienta, cu totul diferita, in plan virtual. Atat Hortensia 


8 Mircea Popa, De la est spre vest. Privelisti literare europene, Editura Eikon, Cluj-Napoca, 2010, p. 269 


1372 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


Papadat-Bengescu, cat si Virginia Woolf, dar si alte scriitoare cu talent evocator, au un oarecare 
avantaj in fata autorilor-barbati in cazul includerii in paginile unei opere a unui pasaj referitor 
la viata unei femei, deoarece oricat de adanc ar sapa in resorturile fiintei unei femei, un barbat 
nu va reusi sa scrie decat din afara, in vreme ce scriitoarele detin ele insele, misterele 
psihologice feminine. 

Daca Hortensia Papadat-Bengescu este influentata in cariera literara in mare parte de 
experienta personala, din prisma careia scrie, Virginia Woolf este fundamental determinate de 
femeile ce exista in viata sa. Figura matema, dar si figura surorii sau a bunicii, sunt deosebit 
de importante pentru ea, deoarece acestea sunt cele care ii hotarasc parcursul existential, 
incepand de la nasterea sa si culminand cu sfarsitul tragic. Ceea ce incearca Woolf sa faca de- 
a lungul vietii este sa gaseasca in femeile de langa ea un alter ego, dar si un oarecare suport 
afectiv si moral. 

Cele doua scriitoare contemporane au creat personaje memorabile, cu o viata interioara 
complexa, care expun, de cele mai multe ori, experientele de viata ale creatoarelor lor. Ambele 
au trait doua vieti paralele: Virginia Woolf a fost, in acelasi timp, o femeie cu o viata normala, 
dar si o femeie suferinda, pe cand Hortensia Papadat-Bengescu se zbate, precum am mai 
amintit, intre o viata impartita casei, sotului si copiilor si o viata dedicata literaturii. Prin 
urmare, apare in mod inevitabil dedublarea personajelor construite. 

Un alt element ce le apropie pe cele doua scriitoare este tehnica moderna a unghiului 
de vedere. S-a vorbit in acest caz despre existenta unei simple coincidente sau despre o 
influenta directa a Virginiei Woolf asupra Hortensiei Papadat-Bengescu, insa valoarea de 
neegalat a celei din urma ramane aceeasi, indiferent de critici. 

Expunerea vietii personale a trecut dincolo de etic si a deschis, intr-o anumita masura, 
calea romanului spre modernizare. Asadar, nu doar genul masculin, reprezentat exemplar de 
scriitori precum Marcel Proust, James Joyce, D.H. Lawrence, Camil Petrescu sau Anton 
Holban, au revolutionat tehnica scrisului, ci si marile scriitoare modemiste ale vremii. 
Modernismul, in cazul Virginiei Woolf s-a manifestat ca o forma artistica noua, imbinand visul 
cu realitatea, abstractul cu concretul, creand astfel personaje complexe. Modernismul Virginiei 
Woolf poate fi considerat o replica feminina a realismului cultivat de barbati, care inca rezista 
in fata timpului si care are parte de succes si in prezent. Modernitatea operelor Virginiei Woolf 
se datoreaza si tehnicii fluxului de constiinta - the stream of consciousness technique - care se 
refera la analiza interioritatii personajelor, plasand in plan secund actiunea de cele mai multe 
ori. La fel ca Hortensia Papadat-Bengescu, Virginia Woolf isi transfera trairile existentiale in 
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personajele sale. Daca in Doamna Dalloway, avem reprodusa personalitatea dedublata a 
Virginiei Woolf cu ajutorul Clarissei, in romanul Sprefar, destinele personajelor se confunda 
cu destinele membrilor familiei scriitoarei. in celalalt capat al continentului, Hortensia Papadat- 
Bengescu face acelasi lucru, adica isi retraieste viata prin intennediul personajelor feminine 
din cadrul romanelor sale. Aceasta nu invata elemente ale analizei psihologice, ci isi analizeaza 
sufletul. Astfel se explica destinul eroinelor din romanele bengesciene, care nu sunt altceva 
decat consecintele fie ale personalitatii, ale temperamentului, fie ale sanatatii. Putem aminti 
aici remarca lui G. Calinescu, conform caruia personajele Hortensiei Papadat-Bengescu „sunt 
mai ales femei si in general indivizi rau conformati, sanatosi sau bolnavi” 9 Personaje precum 
Manuela, din Femeia in fata oglinzii sau Lenora din romanul Drumul ascuns reprezinta dovada 
virtuala a inzestrarii acestora cu aceleasi stari emotionale, respectiv trairi ale scriitoarei. 

Vizand ambiguitatea femeii si modul in care era receptata in cadrul literaturii, Virginia 
Woolf, prin eseul Femeile si literatura, facea o invitatie publicului cititor, pornind chiar de la 
intelegerea titlului, care ne conduce spre cel putin doua paliere: „poate face aluzie la femei si 
la literatura pe care o scriu ele sau la femei si la literatura care le are ca obiect.” 10 Prin urmare, 
femeia poate fi analizata atat din ipostaza de scriitor, cat si de personaj, trecand de la simpla 
imagine a femeii-cititor, care, dupa parerea lui Albert Thibaudet, a avut o influenta notabila 
asupra evolutiei romanului: „Auditorii i-au facut pe romancieri. Romanul, ca si teatrul, ca si 
elocventa si spre deosebire de poezia lirica, de filozofie sau de istorie, e in primul rand o 
chestiune de public, era atunci o chestiune de auditoriu, iar literatura de curtoazie, e literatura 
romanesca, a luat nastere daca nu in camera doamnelor, asa cum literatura poemelor epice se 
nascuse pentru hanurile de pelerini.” * 11 Astfel, remarcam faptul ca femeia a realizat primul 
contact cu literatura prin insasi actul lecturii, care ii oferea o portita de iesire din universul 
gospodaresc care ii ocupa majoritatea timpului, operele umpland golul cotidian cu iubire, 
idealuri si sperante. Inclusiv din acest punct de vedere, cel al modului de receptare al mesajului 
textului citit, intervine prapastia dintre barbat si femeie, deoarece barbatul cauta in text autorul, 
pe cand femeia urmareste traseul existential al personajelor, traind odata cu fictiunea. Acelasi 
Thibaudet remarca in acest context faptul ca : „Idealul femeii care citeste ar fi sa coincida cu 


9 G. Calinescu, Istoria literaturii romane, Editura Minerva, Bucuresti, 1982, p. 740 

10 Virginia Woolf, Femeile si literatura, in Eseuri alese, vol. I, traducere de Monica Pillat, Editura RAO, 
Bucuresti, 2007, p. 126 

11 Albert Thibaudet, Despre roman, in Reflectii, vol. I, traducere de Georgeta Padureleanu, Editura Minerva, 
Bucuresti, 1973, p. 366 
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eroii sau cu eroinele romancierului. Idealul barbatului care citeste, si scrie, despre ceea ce 
citeste, ar fi sa coincida cu spiritul creator al romancierului.” 12 

S-a vorbit in mai multe randuri de o serie de aprecieri negative la adresa Hortensiei 
Papadat-Bengescu, din partea unor critici inconstanti. Eugen Lovinescu a considerat-o „o mare 
scriitoare, din rasa stendhaliana a analistilor” 7 ’, pe cand G. Calinescu o vede precum „o autoare 
de volume cu neputinta de citit” /4 . Liviu Petrescu afirma insa, in mod paradoxal, ca „Hortensia 
Papadat-Bengescu este singura scriitoare romana capabila sa se apropie de metodele 
fenomenologice, de intelegerea psihicului uman” 75 , bazandu-se in acest sens pe conceptia 
scriitoarei, confonn careia individualitatea umana este alcatuita din trup sufletesc, adica din 
sentiment si trupfizic, adica senzatie. Putem remarca insa si pareri negative la adresa Virginiei 
Woolf, careia i se contesta capacitatea de creere a unor personaje remarcabile, personaje care 
nu se disting intre ele, care sunt realizate sub marca aceluiasi tipar. Insa aprecierea si 
popularitatea de care se bucura operele sale anuleaza orice critica rautacioasa si slab fondata, 
confirmand existenta unor personaje memorabile care completeaza galeria tipologiei feminine. 

Datorita faptului ca o femeie ajunge sa scrie acest gen de literatura, putem spune ca 
aceasta devine un om complet, se transforma, nemailiind nevoie de o diferentiere de sex, insa 
nu este cazul tuturor scriitoarelor. Este nevoie de maturitate si de intelegere pentru a avea o 
incursiune fasta, lucru amintit si de Doina Peteanu intr-un articol publicat in ziarul Viata : „dar 
nu prin articole in presa, nici prin revendicari feministe - nu cunosc nimic mai radical decat 
acest feminism a carei galagie seamana trist cu caraitul unor anumite pasari din ograda - se 
poate schimba aceasta optica a publicului, in ochii caruia, nu atat in domeniile stiintilicc, cat 
in cele ale spiritului, ca literatura, creatia feminina ce se bucura de prea multa consideratie. A 
scrie despre acest lucru si a cauta sa aducem argumente care sa schimbe aceasta optica, ar 
constitui o foarte ineleganta si suspecta atitudine, ce ar cadea in pacatul feminismului.” 16 

Epica scriitoarelor atrage atentia cititorilor prin compasiunea starnita de cazurile 
patologice, de deteriorarea corporala a personajelor ilustrate, de uratul existential al fiintei, de 
apelul la sensibilitate, care se regasesc in paginile operelor. Daca pana atunci, experience de 
acest gen erau de neconceput in societate, acum se intregeste tot mai mult un tablou cu 
personaje feminine intr-o continua cautare a identitatii, ce le supune fiinta unor stari altemante, 


12 Ibidem, p. 389 

13 Eugen Lovinescu, Istoria literaturii romane contemporane, vol. II, Editura Minerva, Bucuresti, 1973, p. 240 

14 G. Calinescu, Istoria literaturii romane, Editura Minerva, Bucuresti, 1982, p. 739 

15 Liviu Petrescu, Romanul conditiei umane, Editura Minerva, Bucuresti, 1979, p. 83 

16 Doina Peteanu, Pentru o istorie a scrisuluifeminin, in ziarul Viata, Timisoara, 27 noiembrie 1942, p. 2 
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de disperare sau de atingere a apogeului fericirii. Impactul putemic a socat cititorii si i-a 
determinat sa-si intoarca tot mai mult privirile spre literatura feminina. Aceasta generatie de 
scriitoare a dovedit ca are ceva de spus in cadrul literaturii si nu doar atat: ele au resit sa 
impresioneze publicul cititor prin pagini in care femeia s-a transformat intr-o persoana capabila 
de a-si exprima propria individualitate prin intermediul trairilor interioare. 
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UNDER THE DEA TH’S SPELL 
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Abstract: Ileana Malancioiu used to say that she had „ a sharp feeling of the death For her the death 
was ” the supreme ill ’’and „ the psychic death „ was a paintful obsesion. Facing the sad end, the author 
of the famous tome My Sister beyond, finds herself in every hypostasis established by the world’s 
philosophers. 

The human being is forced to accept Arghezi's game with the death anywhere on „ the life’s line 
Caught in a continuous reversibility, the „ terrestrial "and the „ cosmic ’’interpenetrate, and the most 
suited place for this strange mixture is not only the village’s cemetery which it does not at all be happy. 

Keywords: the death, the suprem ill, obsesion, My sister beyond, reversibility 


“Am un acut sentiment al morfii, care cred ca |ine de firea mea, dar §i ie§irea lui la 
suprafa|a nu e fara legatura cu anumite imagini crude care mi-au marcat intr-un fel copilaria” 1 , 
spunea Ileana Malancioiu intr-un interviu din volumul Exercifii de supra vie f uire, adaugand: 
“Moartea celei mai mici dintre surorile mele, la varsta de 33 de ani, destinele tragice ale unor 
prieteni §i destinul nostru al tuturor n-au fost nici ele de natura sa aduca o lumina care sa 
estompeze acest sentiment” 2 . Socotind ca moartea este “raul suprem” 3 , in timp ce “viat,a este 
valoarea suprema,” 4 si ca misterul victii o fascineaza, Ileana Malancioiu precizeaza, in acccasi 
carte, ca e obsedata nu de moartea propriu-zisa, ci de “moartea psihica,” 5 ea neputand indura 
gandul ca omul poate sa moara pe cand inca traie§te. Poeta crede ca, alaturi de crcdinl,a, scrisul 
i “se pare prin el insu§i un fel de moarte a mortii §i de inviere a victii” 6 . Opera Ilenei Malancioiu 


1 Ileana Malancioiu, Exercifii de supraviefuire, Ia§i, Editura POLIROM, 2010, p. 47. 

2 Ibidem. 

3 Ibidem. 

4 Ibidem, p. 66. 

5 Ibidem, p.45. 

6 Ibidem, p. 29. 
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sta mdrturie in acest sens, ea Hind marcata vizibil de acest aspect, la fel de evident ca si 
cunoscuta si recunoscuta ei obsesie legate de disparipa propriu-zisd a omului in neant. 

Atrasa de taina trecerii in lumea mortii or, autoarea apreciatului volum Sara mea de 
dincolo afirma: “Pe mine moartea unei fiintc dragi ma poate face sa strabat toata lumea cealalta 
pe urmele ei” 7 . Traind cu sentimentul mortii o viata intrega, Ileana Malancioiu afirma, intr-un 
interviu din 2012, urmatoarele: “Daca la primele carti aveam obsesia morpi, iar ulterior a morpi 
psihice, acum, cand ma apropii de sfarsit, am inceput sa am obsesia victii, dar ma rog, cu §i 
mai multa sfupenie, sa nu mor inainte de afi murit ” 8 . 

in poezia Ilenei Malancioiu motivul mortii este prioritar. A1 Cistelecan vorbespe despre 
“registrul unei incantapi funebre, al unei fibre invocative care imbina himericele cu o gramatica 
imaginative de-a dreptul carnala. Fapt e insa ca ori pe unde ar umbla Ileana Malancioiu, ea 
descopera numaidecat urmele mortii” 9 . intr-un “perimetru marcat de stigmatele mortii”, poeta 
scrie versuri in care moartea “sta §i la izvorul, la radacina lor. E cauza lor initials §i finala in 
acccasi masura. Sunt pupnc (chiar foarte pupnc) momentele in care poezia scapa (macar in 
aparen|a) de vraja mortii...”, caci “moartea e o ipoteza sine qua non. Daca nu vine din prima 
clipa, tot vine, macar in filigran...” 10 , mai spune criticul amintit mai sus. 

Ileana Malancioiu e considerate de Irina Petra§, o cunoscute analiste a “$tiintci mortii”, 
drept “poete a mortii, a descompunerii, care i§i extrage fofia indiscutabiie a rostirii poetice 
dintr-o atitudine resentimentara funciare” * 11 , intr-o opcrd ce are “o singurd dimensiune, mereu 
acccasi- refiizul bucuriei de a trai pur si simplu si, ca urmare, incapacitatea de a surprinde 
miracolul victii.” 12 

Ileana Meiencioiu se alle in fata mortii in toate ipostazele stabilite de filozofii lumii. §i 
ea filozof prin formatic §i structure- autoare a cunoscutului volum Vina tragica (tragicii greci, 
Shakespeare, Dostoievski, Kafka)- poeta §tie c afinalul e inevitabil, ca tot o sd vine moartea cea 
„tristd §i grea,” in locul celei astcptatc, „salvatoare”: 

„Vreme inchisd, grea, bdnuitoare, 

Cineva vine-ncet prin burnita rece 


7 Ibidem, p. 45. 

8 Ileana Malancioiu, De amnia, “Sa nu mor inainte de a fi murit”, interviu realizat de lulian Boldea, 

(aparut in revista „Vatra”, 2012), Pite§ti, Editura Paralela 45, 2015, p. 113. 

9 Al. Cistelecan, „Bacovianismul anti-bacovian”, in vol. De anima de Ileana Malancioiu, Pite§ti, 

Editura Paralela 45, 2015, p. 196. 

10 Ibidem. 

11 Irina Petra§, Moartea la purtator. Stari §i cuvinte, Bucure^ti, Editura ASE, 2012, Colectia Migrene, p. 170. 

12 Ibidem. 
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Numai ca sa vada ce se mai intampla pe-aici 
Dar nimeni nu poate sa afle ce se petrece. 

Visam intens o moarte salvatoare, 

Vine o alta moarte trista §i grea 
Pentru noi §i nimeni nu §tie 
Cum ne mai salveaza §i ea. 

Acum chiar vremea parca se deschide, 

Acum nu ne mai temem, acum astcptam, 

Acum nu mai visam ce nu mai vine, 

Dar o sa vina totul fara sa mai visam.” 

(.Pastel II) 

Atmosfera bacoviana o intalnim aproape peste tot in poemele de inspiratic thanatica. 
Moartea „va veni, o simt ca pe o fiara”, spune poeta; in acest fel, omul nu va fi „niciodata cu 
adevarat singur”. 

Fat,a de moarte poeta are un sentiment de mila: 

„nu plange in mine moarte a mea cu cap de miel 

trupul meu ip mangaie botul inca ud 

si parul meu ip fterge in tacere 

urechile in care se aud 

cuvintele sufletului meu desfacut de trup... 


nu plinge moarte a mea cu cap de miel 
caci insami ip voi a§eza botul la pieptul meu 
si te voi dezmierda in tacere o vreme 
§i doar apoi voi adormi §i eu” 

(Nu plange) 

Stingerea totala, prin disparipa trupului, dar §i a sufletului, nu este pe placul poetei. 
Sufletul trebuie sa poata fi atins dupa ce s-a „desprins de trup”, semanand cu o „adiere nespus 
de usoara”, semanand cu „prima jumatate a unui gu§tere”: 

„si totusi cat as vrea sa vad odata un suflet 
sa-1 lin in palma ca pe o pasare §i sa zic 
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e sufletul omului acela care sta langa noi sub soare 
§i din care ma temeam ca n-a mai ramas nimic” 

(§i totu§i cat a§ vrea ) 

Eugen Negrici observa ca „via|a e privita [...] dinspre lumea de dincolo, natura 
pamanteasca fund o amintire a celeilalte. Pretutindeni si neintrerupt reversibile, cerul §i 
pamantul se amesteca, se incruci§eaza, se intrepatrund, se explica pe rand, se distrug si se 
contopesc in unitatea conpiintci” 13 . 

Precum Macedonski odinioara, si Ileana Malancioiu isi imagineaza cum va fi 
inmonnantata, intr-o viziune datatoare de cosmar. Poemul de mai jos, de un prozaism 
fermecator, sta marturie faptului ca omeneasca frica de moarte o poate cuprinde pana §i pe cea 
supranumita „poeta mortii”: 

„Cineva imi sapase groapa, era adanca §i neagra, 

Ma a§ezasem in ea cu un fel de nadejde ciudata, 

Ce sapatura perfecta, ma gandeam, 

Pentru mine nu s-a facut niciodata 

Un lucru atat de fara cusur; 

Tofi cei vcnip la inmormantatea mea 
Puteau privi cu uimire perctii ei drcpp 
§i ma puteau invidia 

Asa cum nu m-au invidiat niciodata; 

Ma uitam in sus cu luare aminte, 

§tiam ca nu am voie sa spun niciun cuvant, 

Stateam a§a, gatita §i cuminte. 

Ce m-am cuminpt, imi spuneam fara sa vreau, 

§i deodata mi s-a facut foarte frica 
De cumintcnia in care astcptam 
§i de vocea aceea peltica, 


13 Eugen Negrici, Introducere in poezia contemporana, Bucure^ti, Editura Cartea Romaneasca, 1985, p. 149. 
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Aproape- nabusita de pamantul 
in care imi era din ce in ce mai frig; 

Nu sunt eu mortul acesta, imi spuneam speriata, 

Nu sunt eu mortul acesta, incepusem sa strig.” 

(Colmar) 

Mai multe poeme prezinta arghezianul joc cu moartea, pe care omul e nevoit sa il 
accepte. Unele dintre ele se cheama, simplu, Joc sau Joc II , dar tema aceasta apare si in poezii 
care poarta alte titluri: „Pact”, „In lumina cruda a iemii” ori „Marturisire”. Scrise intr-o maniera 
soresciana, cele cateva versuri ale unei poezii numite mai sus amintesc de viat,a omului, care e 
supusa unui continuu §i neiertator calvar: 

„Imi iau nimarul meu de pietre 
§i le a§ez cat mai riscant 
§i-ncep jocul convinsa 
ca oricum voi pierde. 

De ce joci totu§i, 
ma vcfi intreba. 

Ce altceva pot sa fav, 

Va voi raspunde. 

Apoi lini§tita 
voi muta mai departe 
piatra dupa piatra 
munte dupa munte.” 

(Joc) 

Cu moartea se poate incheia un „pact”, dar si fara cuptcle uitate acasa calaul poate 
ucide, incon§tient §i involuntar, poate ucide doar cu florile aducatoare ale fiorului mortii: 

„In zori s-a apropiat tremurand tot, 
tinea in maini buchetul pregatit, 
ia florile, mi-a spus, am uitat sa aduc cuptcle 
dar o sa fie totusi ca §i cum ai fi murit’ 

(Pact) 
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Pacalirea mortii, care te cauta de cand te nasti, este o forma a jocului cu moartea 
arghezian: 

„ca pielea ursului din padure a fost vanduta 
Pielea mea tabacita de ploi si de vant, 

Moartea ma cauta de cand m-am nascut 
§i nu poate sa afle unde sant. 

Primavara stau ascunsa-n tufi§ul verde, 

Vara in lanul gata de secerat, 

Toamna in frunza de curand cazuta, 

Iarna in albul cel mai imaculat. 

Cand moartea lasa urme pe zapada 
Ca sangele unui animal rapus 
De alte animale mai mari 
Trupul meu iese §i mai nesupus 

in lumina cruda a iemii 
§i c-o triste(e de nedescris 
Se-mbraca inainte de-a fi descoperit 
In pielea animalului ucis.” 

(In lumina cruda a iemii ) 

Poezia Ruga (una dintre mai multele rugi, cea din volumul Peste zona interzisa) e scrisa 
sub forma unei optiuni, dar folosind conjunctivul, e un profd existential, in care trupul trebuie 
sa fie singura components care Upscale: 

„Sa mi se ia pentru o vreme trupul, 
sa raman suflet si atat 
sa plang cum plang sufletele singure 
cand li se face urat.” 

Multe poemele despre moarte sunt stapanite de un livresc de esenta biblica, cu 
„personaje” precum Isus, Iacob, Avraam, Lazar, Sfantul Gheorghe, Maica Domnului, Pilat din 
Pont, Irod, Adam §i Eva etc. Uneori, decorul biblic ori folcloric e doar intuit. Poeta i§i 
imagineaza undeva ca al ei cap retezat este un trofeu (ca pentru Salomeea cel al Sfantului loan 
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Botezatorul), un trofeu pentru norodul adunat la o petrecere, interminabila parca, dar care a 
degenerat „intr-un oribil scandal”. In alta parte, intr-un alt „co§mar”, ea este imbiata „cu 
imaginea invierii”, cu o viapi noua. Dusa pe umeri de „patru tinere roabe”, dupa ce i-au spalat 
trupul „abia strapuns/ de tai§ul rece al coasei” §i i 1-au „uns cu mirodenii”. Dar nu moartea 
cosea, ci mama, „ramasa singura”. In acest timp, tata, reintors din lumea de dincolo, se pregatea 
sa traiasca din nou si el: 

„Stralucitor in hainele lui de mire 
in care avea sa petreaca 
Tot ce mai petrecuse odata 
§i nu puteam sa il opresc sa treaca.” 

( Colmar) 

Intre viata §i moarte este hotarul de unde nimeni nu vine inapoi, e ultimul spapu comun 
intre ele. in Enciclopedia simbolurilor religioase §i a arhetipurilor culturale, Ivan Evseev 
spunea despre hotar urmatoarele: „in stuctura duala sau tripartita a lumii, specified culturilor 
arhaice §i tradiponalc, orice limita (granita, frontiera, hotar) este un semn al discontinuitapi 
spapului pe orizontala §i pe verticala. Hotarul desparte, dar §i unestc zone §i nivele difcrcntiatc 
valoric; marcheaza momentul de echilibru §i cumpana, depne concentrata in sine energia 
ambelor spapi polare, antagonice si complementare, de unde provine ambivalcnl.a acestui 
simbol. Orice trecere inseamna schimbare, ce poate fi in bine sau in rau. De aici a rezultat 
sacralizarea hotarului, cultul lui in diferite civilizapi 14 loan Holban considera ca „hotarul e, 
mai intai, locul unde duhul lumii vii se une.pe cu cel al lumii moarte, unde «polii opu§i» surpa 
pamantul dintre ei, pentru ca «sa inceapa albul ce nu se mai sfar§e§te»”. 15 in poemele in care 
apare hotarul exista si trimiteri clare la Biblie („De§ert §i dcscrtaciunc e totul”), caci nisipul 
incins al dcscrtului e stadia finala a unei singure cai. „intre cele doua lumi se va face pustiu” 
numai „cand pentru cel ramas singur va fi foarte tarziu/ §i va a§tepta sa se culce pe un pat din 
tinere ramuri” (Desert). Hotarul e locul dintre cele doua lumi, unde se impu§ca „albul cal de 
drum”: 

„in linistca aproape impietrita 
Ea-i strange-n bratc coama ravasita 


14 Cf. loan Holban, O lume cupcipup din cenu$a de morfi , http://convorbiri-literare.dntis.ro/HOLBAN febl l.htm 
(acccesat la data de 27.04.2014), p.7/11; Ivan Aseev, Enciclopedia simbolurilor religioase §i a arhetipurilor 

culturale 

15 Ibidem. 
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Si il intreaba cum te-ai departat 
De la hotarul unde te-a lasat. 

E campul ncgru-n fierbantat de botul 
Care-n carare abure§te totul.” 

(. Hotar ) 

Peste hotar zboara cioica, pasarea mortii, un veritabil Charon, luntrasul care transporta 
sufletele morfilor pe celalalt taram. Pasarea e un mesager ce nu mai gascsta drumul de icsirc 
din casa in care a intrat pe fereastra. Cu preful pierderii libertapi, ea §i-a hnplinit insa destinul: 
„Apoi imi intra-n maini fara sa §tiu 
§i se mai zbate-o vreme §i se lasa 
§i plopul din fereastra i se pare 
Surpat cu toate pasarile-n casa. 

Iar penele atinse-ncep sa-i cada 
Ca un polen ce-ncearca sa se verse 
in flori de pe un fluture imens 
Ce canta pe sub aripile §terse.” 

(. Prinsa) 

De Gorunul lui Blaga am in teste poemul Cineva bate cuie intr-un strejar. Poetului din 
Lancram „contcmplatia naturii ii trczcstc ideea rilkeana a tainicei simbioze intre vial,a §i 
moarte, facandu-1 sa guste anticipat pacea ncfiintci («imi pare/ ca stropi de lini§te imi curg prin 
vine, nu de sange»)” 16 Atmosfera blagiana se resimte in versurile Ilenei Malancioiu, caci in 
padurea „umbroasa” moartea s-a instalat pe nesimtitc si „o mare nelinistc bantuie pana tarziu/ 
cineva bate cuie intr-un stejar/ incet ca-n acopcrisul unui sicriu”. „Palariile ro§ii” ale burctilor 
dimprejurul „copacilor fara varsta” stau „ca pe trei capete care au fost”. Paianjenul, care aparea 
si disparea, strivit, zilnic, in acel salon din Spitalul Filantropia, unde si-a a§teptat sfarsitul sora 
poetei, descinde din lumea blagiana a zeului Pan. 

Ileana Malancioiu, aceasta „Antigona contemporana”, cum o nume§te Adrian 
Popescu intr-un articol, este marcata de o „perceptic particulars a thanaticului, vazut ca o 
familiarizare treptata cu un dincolo, de unde nu lipscstc lumea de aici” 17 . Autorul e de parere 


16 Ov. S. Crohmalniceanu, Literatura romdna intre cele doud rdzboaie mondiale, vol. II, Bucurefjti, Editura 
Minerva, p. 222. 

17 Adrian Popescu, „0 Antigona contemporana”, Steaua, nr. 11-12, p. 37. 
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ca „experimentarea mortii (cclorlalti) are ceva din inipcrca in secretele unei comunitap 
rurale” 18 . Daca in Pasarea taiata poeta era cuprinsa de voluptatea mortii, dorind sa intarzie cu 
o clipa zbaterea din urma a unei pasari, oferindu-i, pentru aceasta, trupul sau („Stau sa treaca 
moartea-n el prin mine”), intr-un alt poem traie§te bucuria pe care i-o da faptul ca sufletul va 
scapa de trup. Uciga§ul va fi laudat pentru fapta sa de catre omul aflat, a§a cum am mai spus, 
singur in fata mortii (De unul singur). 

Ca orice om care respecta strict canoanele creatine, poeta se imparta§e§te. Preotul 
trebuie sa afle, la spovedania finala, cum a trait, dar poeta cere sa i se dezvaluie taina prelungirii 
cxistcrpci in lumea de dincolo, ca prel al biruin^ei in lumea viilor prin cumintcnic §i prin 
indeplinirea indatoririlor crcstinc: 

„M-am bucurat de viat,a asa cum se bucura 
Marinarul de l,armul la care §i-a ancorat nava 
Dupa o indelungata calatorie pe ocean. 

M-am deprins cu greu sa ma feresc de primejdii 
Si sa merg pe pamant asa cum as merge pe ape. 

Ma incalzeam la gandul ca tata pastreaza 

Locul familiei noastre din cimitirul acesta 
Unde nu mai e loc pentru niciun mormant 
§i ca deasupra vielii mele se afla o alta via|a. 

M-am supus si am invins, parinte, invata-ma 
Cum se poate trai printre mortii familiei, 
invata-ma cum se poate trai printre morti.” 

(Spovedanie) 

Marian Popa considera ca la Ileana Malancioiu „nu trebuie exclusa implicapa freudista 
a imaginii; importanta e descoperirea instrainarii duble, o deja prima forma de moarte: prin 
salbaticiuni umanizabile §i prin salbaticia umana” 19 . Obsesia poetei pentru pasari sau pentru 
unele necuvantatoare salbatice- ursul, de exemplu- 1-a condus pe criticul amintit la concluzia 


18 Ibidem. 

19 Marian Popa, Istoria literaturii romdne de azipe maine, vol. II, Bucure^ti, Fundatia Luceafarul, 2001, p. 474. 


1386 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


de mai sus. „Cioica” este pasarea care-i sperie pe oamenii satului cu cantecul ei prevestitor de 
moarte, dar aceasta „e sfanta/ §i nu se poate alunga cu pietre/ §i nu se Stic pentru cine canta”. 

Antigona, spune autoarea intr-un loc, „spre a se conforma cu con§tiinfa sa, a ales 
moartea, desi nimic nu iubea mai mult decat viafa” 20 . E o „Antigona agonista”, intrucat- spune 
N. Steinhardt- ea este o „luptatoare cu neechitatea, luptatoare cu moartea, luptatoare infranta, 
dar nu ingenunchiata, in tragere de moarte, in zbucium si angoasa, in agonie...” 21 . „Asa cum 
Antigona nu se poate opri sa-§i urmeze impulsurile morale, nici Malancioiu n-a putut decat sa 
fie fidela incarcaturii tragice pe care a confinut-o si a purtat-o viafa intreaga” 22 , scrie Marta 
Petreu. 

Antigona, legendara eroina care se opune interdicfiei regelui Creon si, implicit, 
rafiunilor de stat, ingroapa cadavrul fratelelui sau, pentru ca este adepta respectarii indatoririlor 
sacre fata de cei morfi. inchisa de vie in mormantul familiei, Antigona se va spanzura, 
provocand si alte tragedii: Haemon, logodnicul ei, se va sinucide pe cadavrul ei, iar Euridice, 
Sofia lui Creon si mama lui Haemon, se va omori §i ea de durere. „0 Antigona cu suflet de 
Electra 23 (§i de Ecaterina Teodoroiu),” 24 mai spune N. Steinhardt despre Ileana Malancioiu. 
Adrian Popescu o situeaza pe poeta pe o alta axa mitologica, scriind: „Intre Antigona §i 
Cordelia, fiica regelui Lear, poeta roste§te adevaruri incomode, in pofida sasaiturilor 
convenfionale, convinsa ca unde exista onestitate exista §i responsabilitate, nu doar personala, 
ei si sociala” 25 . Antigona, „fecioara”, incalca porunca, salvand o „colina inghefata”, intr-un 
poem din volumul Urcarea muntelui. Atitudinea ei activa, curajoasa, dar fatala, se opune 
pasivitafii celor din jur. Ea ca§tiga, cu preful viefii „batalia cea mare” cu un du§man ce 
amintcstc de un dictator asemanator miticului Creon: 

„Colina inghefata, trup alb al unui mort 
Ramas deasupra lumii cazute-n lupta grea, 

Vin caini flamanzi si musca zapada tradatoare 

20 N. Steinhardt, „Antigona agonista”, in vol. Ileanci Malancioiu- De anima, Pite§ti, Editura Paralela 45, 2015, p. 
132. 

21 Ibidem, p.134. 

22 Marta Petreu, „Malancioiu sau femeia care seamana cu Antigona”, in vol. Ileana Malancioiu- De anima, 
Pite§ti, 

Editura Paralela 45, 2015, p. 145. 

23 Electra era fiica lui Agamemnon §i a Clitemnestrei. Cand Amanemnon a fost ucis de Clitemnestra §i de iubitul 
acesteia, Egist, Electra 1-a salvat de la aceea§i soarta pe Oreste, fratele sau mai mic, trimifandu-1 departe. Oreste 
s-a intors mai tarziu, iar Electra 1-a ajutat sa-i ucida pe mama lor, Clitemnestra, §i pe Egist, apoi s-a casatorit cu 
Pilade, prietenul fratelui sau. 

24 Op. cit., p. 134. 

25 Op. cit., p. 37. 
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§i vine alta iarna sa mu§te §i din ea. 

S-apara o fecioara, sa calce ea porunca, 

Sa smulga dealu-acesta fantastic de la caini 
§i sa-1 ascunda ea pe-un frate drag 
In timp ce voi va ve^i spala pe maini 

Si-o vcfi lasa sa intre de vie in mormantul 
invcsmantat in albul acesta ireal 
Ca-n vreme ce-mparatul pierduse batalia 
Cea mare ea plangea si-nmonnanta un deal.” 

(. Antigona ) 

Poetei ii repugna ideea „cimitirului vesel” de la Sapan^a. in conceplia acesteia, cu 
moartea nu se poate glumi, ea neacceptand ea exista §i oameni care iau in deradere pana §i 
propria disparitic, tot a§a precum altii au obsesia unei morti atotstapanitoare §i grave: 

„in noaptea asta lunga cand stau incremenita 
Asemeni unui mort dus de curand 
in cimitirul vesel din Sapan^a 
Pe care eu nu-1 pot privi razand, 

Cand ceilal^i poate-s veseli, sau poate li se pare, 

Cand inca pot plati modesta suma 
Sa-si cumpere si crucea potrivita 
Pe care nu stiu cine a incrustat o gluma, 

in noaptea-ntunecoasa si nesfarsit de lunga 
Eu inca mai visez o zi in care 
Din cimitiru-acesta mai vesel decat este 
Un om va ie§i-ncet cu crucea sa-n spinare.” 

(■Cimitirul vesel ) 

Scrisa cu indignare, parca dintr-o singura suflare, fara vreo intermediary pauza mare pe 
care i-ar da-o punctul, poezia citata mai sus nu are cum sa surprinda nici macar un singur cititor 
al Ilenei Malancioiu, pentru care moartea se amesteca cu vial,a omului, cu dragostea lui; ceea 
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ce surprinde aici este doar faptul ca poeta a putut avea chiar si doar curiozitatea de a vizita 
celebrul si, in acela§i timp, originalul cimitir-muzeu din nordul Maramure§ului, pe care romanii 
ll privesc, in general, cu dctasarc si amuzament, nicidecum innegurati si spcriap de imincn(a 
mortii. Finalul poemului este in spiritul acelei convict,uiri, atat de iubite de poeta, a vicpi cu 
moartea. 

Pentru Ileana Malancioiu, cimitirul satului e locul unde se amesteca viii cu mortii; 
nicaieri aceasta nu se simte mai aproape de lumea de dincolo decat in cimitir, unde doar 
zambetul celor din pozele de pe cruci mai avea legatura cu via(a. Nu e un „cimitir vesel” (poeta 
a spus-o clar, ea nu a agreat ini(iativa celor de la Sapan(a!), nu e nici macar unul in care „locul 
e ferit, nici nu trage”, in care „canta pasarile §i e un miros de lilieci inflorip”- ca in cunoscutele 
versuri in care Marin Sorescu parodia miturile traditionalistc, ironizand prcjudccaplc din via(a 
de la (ara. 26 lata ce simte poeta in cimitirul satului in ziua in care a fost ingropata sora sa: 

„Ce frumoasa gradina era cimitirul din sat 
In ziua aceea senina 
§i cum stralucea zambetul ei 
Scaldat in lumina. 

Calcam printre cruci ca printre oamenii vii, 

Eram pe jumatate invinsa, 

Mi-era ru§ine ca-n mana aveam un buchet de flori 
§i-o lumanare aprinsa. 

Ma rugam la vant sa-mi stinga faclia, 

Nicio adiere, 

Ma uitam la oamenii zambitori de pe cruci, 

Nicio inviere. 


26 In cantecele populare, apare uneori chipul Maicii Domnului (Maica Precista), o maicuja batrana care te a^teapta 
la 

poarta cerului, spre a te primi in „gradina raiului”, acea lume supraterana sinonima cu laca^ul de sub cruce: 
„Dragul mamei pui^or,/ Ca un abur de u§or,/ Vantuletu mi te-adie/ Ca pe-un fulg de papadie, / VantLiletu mi te 
duce/ 

in laca^ul de sub cruce/ Vantuletu mi te mana/ inspre-a raiului gradina!” (in: V. G. Popa, Folclor din 
„ Jura de Sus ”, editie ingrijita §i prefa(a de Maria Luiza Ungureanu, Bucure:?ti, Editura Minerva, 1983, p. 224- 
225.) 
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Parea ca stau a§a de buna voie, 

Toata curtea bisericii era plina 
De nuci proaspat cazute in iarba, 

Dar cine sa vina 

Sa adune in graba nucile verzi, 

Ei nu mai au nevoie de mancare, 

Ei stau la rand a§a, doar din obisnuirfla, 

Sau doar din intamplare.” 

(Ce frumoasa gradina) 

La Ileana Malancioiu e u§or sesizabila zdruncinarea increderii in ritualurile funerare, in 
animite obiceiuri, pe care ea le respinge, caci, dupa cum observa Eugen Negrici, la poeta lui 
Ieronim socheaza „chemarea obsesiva a unui taram straniu, atracpa celeilalte lumi, cautate, 
invocate, evocate in imaginar cu o anume cruda, neinduplecata, stridenta indarjire” 27 . 

Una dintre incercarile la care a fost supusa poeta a fost intalnirea cu moartea, intr-un 
moment nefericit al existen^ei ei. Intr-un interviu acordat criticului literar Iulian Boldea pentru 
revista „Vatra”, poeta spunea: „in urma cu vreo 35 de ani, cand am ajuns sa stau in fa^a cu Ea 
(cu moartea- n.n.), am reusit sa fac abstractic de pericolul care ma pandea, ca apoi sa rezist la 
toate incercarile posibile si sa sfar§esc prin a in(clcgc ca ele au avut un sens. Altfel nu se putea 
sa merg din e§ec in e§ec pentru ca, in cele din urma, sa ajung lotusi acolo unde trebuia.” 28 
Raspunsul a pornit de la o intrebare a redactorului amintit, ce viza prczen(a sacrului in viata 
unui om, la care autoarea „Pasarii taiate” a raspuns, referindu-se la atitudinea lui Isus Cristos 
in fata mortii, care, aflat pe cruce, a fost cuprins de indoiala de a fi parasit de Dumnezeu tatal 
si a rostit cunoscutele cuvinte: „Dumnezeul meu, Dumnezeul meu, de ce m-ai parasit?”: 

„Sa nu imi fie clar cuvantul Lui, 
sa-ncerc sa-1 aflu §i sa ma-nspaimant, 
sa mi se lase toata indoiala 
pe care am avut-o pe pamant.” 

(Ruga) 


21 Eugen Negrici, op. cit., p. 133. 
28 Iulian Boldea, op. cit., p. 113. 
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Cel de Sus a iubit-o pe poeta, cu toate ca- e de parere aceasta- nu a facut „ceva anume 
pentru a-I atrage bunavoin(a” 29 . Iubirea nccondiponata pentru Dumnezeu face din om un 
invingator. 
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ALCHEMICAL INTERFERENCES IN ION CREANGA’s PROSE. POVESTEA 

LUIHARAP-ALB 

Stefan-Mihai SEBESI-SUTO 
PhD Student, ’’Petru Maior” University of Tirgu Mures 


Abstract: Even though alchemy is considered to be one of the forgotten sciences, it still continues to 
fascinate the human mind. Among others, Andrei Oisteanu and Vasile Lovinescu discovered an 
impressive amount of alchemical symbols transposed in Ion Creanga's work, “Povestea lui Harap- 
Alb Unwittingly, we become the witnesses of a sacred history, a history of the word, which demands 
to be revealed. Nonetheless, just like the case of Ariadne’s thread, the path to Verde-Imparat sustain 
the idea of an existing symbolic frame marked by complementary alchemical episodes and scenarios. 
Consequently, Hcirap-Alb’s initiatory destiny corresponds to the complex process of accomplishment 
of Magnum Opus through the stages of nigredo, albedo and rubedo. 

Keywords: alchemy, Ion Creanga, symbol, initiatory destiny, Magnum Opus 


A considera alchimia una dintre disciplinele uitate, nemaiavand nici un fel de putere 
revelatorie a interioritatii mesajului literar ni se pare tot la fel de adevarata ca probabilitatea 
reprezentarii mitului ca un sirnplu produs imaginar, in ansamblul ei, definindu-se asemenea 
unui fir al Ariadnei a carui desavarsire nu ni se va dezvalui decat in masura in care detinem 
capacitatea intuirii setnnelor ascunse in profunzitnea orizontului textual, setnne care dezvaluie 
insasi functionalitatea procesului. Astfel, alchimia nu se rezuma la simpla operatie de 
transmutare si transfonnare a elementelor in aur, idee profund intiparita in gandirea umana, ci 
opereaza la nivelul unei tri-dimensionality: fizic, meta-fizic si spiritual, producand schitnbari 
majore. Alchimia inca fascineaza gandirea omului prin simplul fapt ca „tot ceea ce tine de 
alchitnie mereu ridica intrebari.” 1 

Amprenta acestui „fir al Ariadnei” 1-a determinat, printre altii, pe Vasile Lovinescu sa 
cerceteze in amanunt punctul de inraurire a traditiei atlante si hiperboreene cu cea romaneasca, 
descoperind astfel o varietate de intrepatrunderi simbolice de o deosebita insemnatate pentru 


1 Pierre Laszlo, Ce este alchimia?, Ed. Corint, Bucuresti, 2004, p. 5. 
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literatura noastra, demonstrand inca o data acea forta de deschidere spre interpretare a textelor 
literare, fie in versuri sau proza, asa cum o demonstrase Umberto Eco. Fara a ne situa in 
cunostinta de cauza, o istorie nespusa a luat nastere devenindu-i involuntar martori, o istorie a 
cuvantului, dar care cere, in acelasi timp, a fi descoperita si talmacita. Opera are asadar puterea 
de a ne situa fata in fata cu o istorie sacra tot astfel cum Creanga de Aur devine calauza pe 
drumul „ destep tarii” (in limbaj initiatic desteptarea conditioneaza eliberarea de sub jugul 
profanului). in fata noastra textul moare, se sacrifica, conditionand totodata re-invierea. O re- 
inviere, o destainuire, o desfatare a sensului, bineinteles. Cu Creanga de Aur in mana inaintam 
spre revitalizarea cuvantului tot astfel cum fata imparatului Ros ll readuce la viata pe Harap- 
Alb, iar „Fat-Frumos isi ascunde parul de aur si se acopera cu haine mizere, anume pretioasa 
materie care are aspectul cel mai fara valoare, aurul filozofal in negrul saturnian.” 2 Aparent 
irealizabila, legatura dintre simbolistica alchimica si literatura romana devine din ce in ce mai 
vizibila pe masura ce inaintam spre strafundurile textului. Fie ca e vorba de un basm, poezie 
sau proza, reteaua e admirabila. Uluitor, literatura romana a devenit canalul de incredintare 
unei memorii colective a tezaurului ezoteric, garantie suficienta ca aceasta zestre „nu va 
disparea, ci va ramane ca un fel de marturie a trecutului, pentru acei care, in alte timpuri, vor 
fi capabili sa o inteleaga.” 3 

Vasile Fovinescu este unul dintre putinii filosofi care au remarcat existenta unei 
intruziuni a stiintelor ezoterice in ancadramentul literar, inclusiv al alchimiei prin intermediul 
miturilor universale. Ca discipol al filosofului francez Rene Guenon, Vasile Fovinescu preia 
ideea mentionata anterior, determinandu-1 sa studieze in profunzime operele lui Creanga, in 
special basmele, ca sursa de inmagazinare a bagajului alchimic derivat din cel mitologic de 
care a fost interesat in primul rand. Prin intermediul miturilor, au supravietuit multe dintre 
aceste simboluri care ne intereseaza. Exista asadar o legatura speciala intre mit si alchimie 
intrucat „atunci cand ajungi in strafundul lucrurilor, constati ca ceea ce s-a conservat sub o 
forma mai mult sau mai putin invaluita, e o suma considerabila de date de ordine ezoterica, 
adica tot ce poate fi mai putin popular prin esenta.” 4 

Simbolul, in obscuritatea sa, nu ascunde, ci dezvaluie realizarea Micilor si Marilor 
Mistere. Desi vizibil in ochiul cititorului, dar ascuns ratiunii fara a-1 privi dincolo de materia 
bruta care-1 fonneaza, simbolul instituie o functie vitala, potentarea semantica in dubla directie: 

2 Vasile Lovinescu, Dacia hiperboreana, Editura Rosmarin, Bucuresti, 1996, p. 86. 

3 Rene Guenon, Symboles fundamentals de la Science Sacree, Gallimard, Paris, 1961, pp. 50-51. 

4 Vasile Lovinescu, Creanga si Creanga de Aur, Editura Cartea Romaneasca, Bucuresti, 1989, p. 12. 
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sciziunea fata de sensul literal si transmutatia spre instituirea unui nou regim comprehensiv. 
Folosindu-ne de terminologia ezoterica simbolul se apropie de ceea ce in alchimie poarta 
numele de Solve et coagula ca principiu de baza al hermetismului. E si cazul celui mai cunoscut 
basm apartinand lui Creanga, Povestea lui Harap-Alb. Privit in ansamblul sau structural, 
formal, spatial si temporal, basmul lui Creanga denota un univers primordial, desacralizat 
invaluit in haos: „Si apoi, pe vremile acelea, mai toate tarile erau bantuite de razboaie grozave, 
drumurile pe ape si pe uscat erau putin cunoscute si foarte incurcate si de aceea nu se putea 
calatori asa de usor si fara primejdii ca in ziua de astazi. Si cine apuca a se duce pe atunci intr- 
o parte a lumii adeseori dus ramanea pana la moarte.” Fortelor titanice care au profanat 
sacralitatea spatiului si timpului primordial inevitabil li se va opune un agent coagulant care in 
povestea humulesteanului devine fiul de crai. El aduce prin virtutile dobandite forta vie care 
insufleteste si restabileste ordinea cosmica. El este totodata reprezentarea sarpelui Uroboros 
care-si musca propria coada, semn al continuitatii ciclice traditionale, intrucat pentru a cuceri 
starile superioare ale flrii este necesara o coborare in infern. Decaderea si regresul urmate de 
inaltare si iluminare nu au cum sa produca un produs Unit pentru etemitate, ci mai degraba 
surprind inlantuirca unui ciclu care odata incheiat predispune inceputul altuia. Mostenitorul 
Cetatii Soarelui, mezinul craiului, isi dezvaluie identitatea odata cu coborarea in fantana, 
corespunzatoare in plan simbolic cu prima moarte care are rolul de a-1 transfigura in cel ce se 
va lepada de toate limitarile individual. Numele primit de la Span schematizeaza intreaga 
devenire ulterioara a neofitului in noul Imparat Verde, „una din denumirile Regelui Lumii in 
traditia romaneasca.” 5 Cum Harap-Alb poarta in sine caracterul dualitatii, androginul, este 
singurul indreptatit sa aduca o linalitatc ciclului, asezand intreaga lume sub incidentaregimului 
solar, restabilind totodata unitatea in procesul manifestarii universale. lata ce spune Vasile 
Lovinescu: „Formula solve si coagula e privita ca fiind tot secretul lui Magnum Opus, in 
masura in care acesta reproduce procesul manifestarii universale, cu aceste doua faze inverse.” 6 
Dobandind intregul set de calitati, atribute si virtuti (sa nu uitam influenta exercitata de Sfanta 
Duminica asupra lui asemeni unui maestru spiritual), craisorul devine alchimistul care prin 
propria sa devenire va revela in acelasi timp desavarsirea Marii Opere, avand un efect 
universal: „Lumea de pe lume s-a strans de privea, Soarele si luna din cer le radea.” 


5 Vasile Lovinescu, Dacia hiperboreana, ed. cit., p. 94. 

6 Vasile Lovinescu, Alpatrulea hagialic, Editura Cartea Romaneasca, Bucuresti, 1981, p. 32. 
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Nu de putine ori basmul a devenit central gandirii critice, prin urmare studiat in 
complexitatea sa datorita reverb eratiilor pe care le produce. Ca specie literara, basmul 
creioneaza ceea ce in fata cititoralui devine o punte de legatura intre actualitatea realitatii 
profan-contemporana si sacralitatea primordialitatii timpului si a spatiului prin abundenta 
miturilor. De ce a miturilor? Mircea Eliade ne clarified: „Intracat ma priveste, definitia care mi 
se pare cea mai putin imperfecta, dat fiindca este cea mai larga este urmatoarea: mitul 
povesteste o istorie sacra, relateaza un eveniment care a avut loc in timpul primordial, in timpul 
fabulos al inceputurilor.” 7 Prin intennediul mitului calatorim de-a lungul si de-a latul intinsului 
originar. Ne incredintam asadar necunoscutului care se dezvaluie prin reteaua simbolico- 
semantica a datelor existentiale. Basmul, fie cult sau de sorginte populara, indeplineste „functia 
unei memorii colective” 8 care pastreaza si conserva reziduurile unor vechi traditii insumand „o 
valoare simbolica reala, trecandu-se uneori la un trecut atat de departat ca ar fi imposibil de 
determinat.” 9 

Intreg basmul este un pelerinaj spre Unitate, afirma Vasile Lovinescu, si cum era de 
asteptat, datorita pericolelor care impanzeau dramurile de la imparatie la craie, in mod necesar 
trebuie sa isi faca aparitia cel care va readuce starea de echilibra in Unitate. Inarmat cu toate 
cele necesare, calul si armele, craisoral porneste la drum dupa ce firatii lui au esuat in incercarea 
de a trece de Pazitorul Pragului, cum il numeste Vasile Lovinescu, tatal deghizat in urs. 
Deghizarea in urs pentra a-i pune la incercare pe cei trei fii ai sai primeste atributele minierii, 
in alchimie reprezentand „forta de retentie in care toate metalele se invalmasesc intr-un minereu 
neprelucrat.” 10 Simbolic vorbind, metalele invalmasite in minereul neprelucrat detaliaza in fapt 
tot ceea ce trebuie sa dobandeasca cel care adera spre cucerirea acelor stari superioare ale 
fiintarii, toate atributele, virtutile si calitatile pe care trebuie sa le aiba viitorul imparat. Victoria 
asupra ursului, „simbol nordic al clasei razboinicilor,” * 11 prevesteste devenirea finala a eroului 
care prin curaj si darzenie va depasi acele conditii limitative care-1 inrobeau si va lua in 
stapanire principiile spirituale captive. 

Ca urmare a milosteniei aratata de mezin pentra Sfanta Duminica, traseul initiatic 
incepe prin regresul pe care fiul de crai trebuie sa-1 indeplineasca pentra a „fi iubit in lumea 
intermediary psihica, slavit in lumea transcendents a planului cauzal si putemic in aspectul fizic 

7 Mircea Eliade, Aspecte ale mitului, Editura Univers, Bucuresti, 1989, p. 5. 

8 Rene Guenon, op. cit., p. 50. 

9 Ibidem. 

10 Vasile Lovinescu, Creanga si Creanga de Aur, ed. cit., p. 284. 

11 Ibidem. 
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al lumii” 12 cu scopul de a se situa in varful piramidei initiatice. Acest regres spre uterul 
primordial va fi simbolizat in basm prin indicatiile pe care Dea Syra, Sfanta, i le ofera: „du-te 
la tata-tau si cere sa-ti dea calul, armele si hainele cu care a fost el mire, si atunci ai sa te poti 
duce unde n-au putut merge firatii tai.” 

Dupa trei zile petrecute la curtea craiei mezinul pleaca inarmat cu tot ce-i ceruse Sfanta 
Duminica, reusind totodata sa iasa victorios din cursa intinsa de tatal sau, mostenind si pielea 
ursului, pentru ca nu dupa mult timp sa i se arate Spanul succesiv, cu acelasi motiv, de trei ori. 
Spanul va reprezenta in basmul nostra forta complementary Sfintei Dumineci in lipsa caraia 
eroul nu ar fi putut ajunge la desavarsire. E cel care detine responsabilitatea devenirii fiului de 
crai, intr-o oarecare masura Hind o ipostaza a lui Harap, „Principium Individuationis, Egoismul 
radical prezent in fiul de crai ca in toti oamenii, si care trebuie sa fie ros pentru ca posibilitatile 
universale ale eroului sa fie descatusate producandu-i indumnezeirea.” 13 Spanul capata deci un 
atribut pozitiv. Ca o consecinta, el ascunde in sine functia purificatorie a mezinului, el este 
agentul sau elementul responsabil pentru devenirea eroului. Fara a ne da seama il vedem pe 
Span cum incetul cu incetul contureaza, intensified si pregateste initierea protagonistului. In 
calitatea sa de maestra, complementar Sfintei, Spanul are puterea de a-i atribui un nou nume 
fiului de crai, ales semnificativ Harap-Alb, moment deosebit de sacra intracat corespunde 
sucombarii vechii identitati si conferirea uneia noi pe care o va define pana in momentul in care 
va muri pentru a ultima oara si va re-naste ca noul Verde-imparat. Pozitivismul Spanului devine 
astfel din ce in ce mai evident deoarece el e singurul care cunoaste tainele obscurizante ale 
lumii-labirint, el define firul Ariadnei si define cheia eliberarii din captivitatea padurii fara de 
scapare. 

„In realitatea lui profunda, Harap-Alb este numele Androginului primordial, in care 
partea pozitiva si partea negativa, esentiala si substantiala, masculina si feminina, invalmasite 
la ceilalti oameni, sunt separate, purificate si rectificate in sensul alchimic, prin lupta celor doua 
naturi, egalizate, desemnate in basmul nostra prin negru si alb. Dupa separatie si purificare se 
imperecheaza din nou, de data asta transmutate, intr-o forma sferica perfecta, aceea a 
androginului platonician, a lui Adam cand continea inca o Eva in el.” 14 Devenind Harap-Alb si 
urmarind succesiunea evenimentelor, nici nu e de mirare alternanta coloristica intrebuintata de 
Creanga. Ca o consecinta a nominalizarii sale, Harap-Alb reveleaza un intreg ciclu. El este Alfa 


12 Ibidem, p. 290. 

13 Ibidem, p. 300. 

14 Ibidem, p. 310. 
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si Omega, inceputul si Sfarsitul, Sarpele Uroboros care-si musca propria coada (sa nu uitam de 
aceasta simbolistica a sarpelui care traduce intreg procesul de regenerare a unui nou ciclu odata 
cu sfarsitul celui precedent), Negrul si Albul, Eonul. 

Similar „desteptarii” calului, odata ajunsi la curtea imparatului, Spanul ii ofera lui 
Harap-Alb indicatii precise, separandu-1 de comunitatea imparatiei pentru ca in alchimie totul 
se invaluie in obscuritate. Prin redobandirea Gradinii Ursului si castigarea salatei, pretioasa 
substanta verde, Harap-Alb dobandeste si aspectul vegetal al lui Magnum Opus ca prima 
conditie a desavarsirii finale, impunandu-se drept conditie primordiala pentru redevenirea lui 
Verde-Imparat drept stapan al Gradinii Ursului. 

Cea de-a doua expeditie la care este supus find de crai deriva din prima, cea a obtinerii 
elementului vegetal indispensabil realizarii Marii Opere, intrucat nu numai ca Ion Creanga ne 
arata adevarata locatie a imparatiei, dar o si instituie cu fimctia de axis mundi. Imparatia Verde 
se invecineaza asadar cu Padurea Cerbului, la fel ca si cu Gradina Ursului, spatiul fund si de 
aceasta data uzurpat de un animal mitic fabulos. Remarcam insa ca oricat de puternic ar fi ursul, 
ceea ce ne intereseaza ramane piatra pe care o poarta intre coamele sale. Daca prin salati era 
intruchipat aspectul vegetal al lui Magnum Opus, prin obtinerea pietrei, Harap-Alb dobandeste 
si aspectul ei mineral, Piatra filosofala. 

intoarcerea la imparatie este marcata de simbolismul „reanimarii alchimice a 
gennenilor cazuti in partile neinsufletite ale Universului; redesteptarea si rascumpararea 
sufletelor moarte din iad” 15 fiindca toti se mira si se inghesuie sa surprinda macar o farama din 
forta reintegratoare a dinamismului divin. Purtand capul cerbului, Harap-Alb devine purtator 
al soarelui, asemeni lui Atlas care poarta pe umeri bolta cereasca. Se poate observa si inceputul 
traseului ascendent al eroului, finalizandu-se odata cu ultima moarte si re-nastere simbolica. 
Totodata, datorita efortului victorios de dobandire a substantei vitale si a Pietrei filosofale, 
Harap-Alb reuseste sa produca si insumarea Triregnumului: vegetal (salable), animal (pielea 
cerbului) si mineral (nestematele). 

Ultima proba din partea Spanului surprinde in acelasi timp o secventa pur alchimica, 
cea a elementelor invalmasite in cuptorul alchimie. Pe drumul spre imparatia Rosie, Harap-Alb 
antreneaza sub forma adjuvantilor toate figurile simbolice ale unor entitati, „fiinte care dau 
senzatia ca in clipa intalnirii au iesit din malul primordial, ceea ce prolifereaza din haosul lui 


15 Ibidem , p. 341. 
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Harap-Alb, model neintrecut de incamare si invaluire a esotericului in genialitate literara.” 16 
Rand pe rand, elementele isi fac aparitia si se alatura viitorului initiat sub forma lui Gerila, 
Flamanzila, Setila, Ochila si Pasari-Lati-Lungila, coaguland asadar toate substitutele celor 
patru elemente de baza pentru opera alchimistilor: foe, pamant, apa si aer adaugandu-i si al 
cincilea, eterul. Primul element care apare pe parcursul questei catre Ros-imparat este Gerila, 
reprezentant absolut in interiorul caruia salasluieste Focul Primordial, pastrandu-si natura duala 
enuntata de Creanga prin „foc de ger.” Gerila devine Focul filosofal, stapan al cheilor, dand 
consistent^ celorlalte elemente. Ca regent al elementului pamant apare in urma lui Gerila cea 
de-a doua entitate blestemata de aceasta data cu o foame fara de sfarsit, Flamanzila. 
Complementarul lui va fi bineinteles Setila, reprezentantul absolut al elementului acvatic, apa, 
urmat de Ochila si abia apoi de Pasari-Lati-Lungila, reprezentantul absolut al elementului aer 
(toate poarta in esenta lor tinderea spre absolutizare). in ceea ce-1 priveste pe ultimul personaj 
adjuvant, Ion Creanga, prin vorbele lui Harap-Alb „a insirat o adevarata litanie a Omului 
Universal, o evocare treptata si incandescenta a lui, sub aspectul sau de „masurator” si, prin 
aceasta, de mistuitor al Cosmosului; stapan si digerator prin asimilarea organica a Pasarilor, 
deci a ceea ce ele simbolizeaza in primul rand, Intelectiunile, in calitate de Pasarila; 
configurand intre cer si pamant crucea cu trei dimensiuni, ca Scara a Cerului, ca Lungila si ca 
Latila, identic deci cu Vortexul Sferic Universal.” 17 Celor patru elemente prozatorul 
humulestean le mai adauga unul prin Ochila, reprezentantal Eterului. Antrenand cele cinci 
elemente, practic, Harap-Alb devine stapanul intregului Univers, fara a-si arata adevarata 
menire decat prin urmatoarea si ultima moartere din finalul basmului. Pe drumul lor inspre 
imparatie, cei sase tovarasi par vestitorii Apocalipsei: „Si pe unde mergeau, parjol faceau: 
Gerila potopea padurile prin ardere, Flamanzila manca lut si pamant amestecat cu huma, si tot 
striga ca moare de foame; Setila sorbea apa de prin balti si iazuri, de se zbateau pestii pe uscat 
si tipa sarpele in gura broastei de seceta mare ce era pe-acolo; Ochila vedea toate...” Ajungand 
intr-o vreme tarzie la curtea imparatului Rosu si cerand fata, cei sase tovarasi fusesera poftiti 
intr-o casa care va deveni locul prielnic operatiei alchimice a transmutatiei, Athanorul. Rolul 
casei este dezvaluit in momentul in care imparatul ii porunceste unui credincios slujitor de-al 
sau sa pregateasca, pentru a dormi pentru vesnicie, casa cea de arama infocata. Vasul hermetic 
in care se transforma casa, pentru a facilita transmutarea elementelor, trebuie sa primeneasca 


16 Ibidem , pp. 363-364. 

17 Ibidem, p. 372. 
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descatusarea elementelor, nu prin calcinare, ci la foe lent, aparent imposibil datorita celor 
douazeci si patru de stanjeni de lemne. Interventia lui Gerila, odata ce toti „asociatii” au patruns 
in casa, este definitorie in acest sens, dar pe care o vom dezvalui mai tarziu. Trebuie subliniat 
faptul ca arama, in alchimie, reprezenta cel de-al treilea metal nobil, precedand aurul si argintul. 
In casa de arama zamisleste asadar ansamblul de elemente care sunt susceptibile transmutatiei 
dupa ce au fost asezate in Athanorul inchis ennetic, la o temperatura medie, prielnic vietii si 
care ofera posibilitatea dilatarii proprietatilor Materiei Prime (compostul filosofal al 
elementelor primordiale). Aceasta putere expansiva, daca nu este tinuta captiva in interiorul 
cuptorului alchimie devine o forta coroziva si de coeziune a materiei descatusate datorita 
Focului Filosofal. „De aceea, cheia suprema a Artei Regale este gasirea tennenului mediu al 
focului de Athanor si acesta este Gerila.” 18 in intimitatea casei de arama, Ion Creanga transpune 
aceasta dilatare a elementelor printr-un artificiu compozitional, luand forma unei incaierari, 
aceasta fiind „prima parte a operatiei, Solve, in momentul critic, cand expansiunea e 
primejduita sa devina faramitare, intervine Coagula, incremenind procesul in faza lui medie, 
dandu-i consistent pe care era pe cale s-o piarda, realizand un tennen mijlociu intre extreme, 
instrument al victoriei.” 19 Purtand in esenta sa un simbolism matricial, Athanorul devine locul 
unde toate elementele regreseaza spre acea stare primordial-expansiva, iar in momentul de 
maxima dilatatie intervine din nou Gerila, Elias Artista, pentru a-i incremeni prin valul de 
bruma in etapa lor de maxima manifestar cu scopul realizarii transmutatiilor. in fond si la urma 
urmei, regresand spre matricea originar elementele renasc in interiorul cuptorului, iar Flarap- 
Alb devenit un abstracteur de Quintesence preia intreg ansamblu de calitati, atribute si virtuti 
pe care si le transfera in sfera propriei sale interioritati, el fiind cel ce le va confine si regenta 
pe toate. 

Daca prima proba a fost cea a Focului, cea mai semnificativa din punct de vedere 
simbolic intrucat, dupa cum am vazut, Gerila a atatat intregul set de elemente, apoi ii 
coaguleaza prin „trantirea unei brume pe pared de trei palme de groasa”, pregatindu-i pentru 
urmatoarele probe care urmeaza. In ordinea aparitiei lor in drumul lui Harap-Alb spre 
imparatie, urmatoarele entitati care-si vor mainifesta forta sunt Flamanzila, simbol al 
Pamantului, respectiv Setila, reprezentantul absolut al Apei. Ideea originii lor primordiale este 
mentinuta prin blestemul care le macina existenta, foamea si setea nepotolita si necontrolata: 


18 Vasile Lovinescu, Creanga si Creanga de Aur, ed. cit., p. 378. 

19 Ibidem. 
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Hai, ia dati-va deoparte, mai pacatosilor, ca numai ati crampotit mancarea, zisera atunci 
Flamanzila si Setila, care asteptau nu neastampar, Hind rupti in cos de foame si de sete. (...) 
Dupa aceea Flamanzila a inceput a striga in gura mare ca moare de foame si a azvarlit cu 
ciolane in oamenii imparatesti care erau acolo de fata. Iar Setila striga si el cat ce putea ca crapa 
de sete si azvarlea cu doage si cu funduri de poloboc in toate partile ca un nebun.” Intercalat 
intre probatiunile in care Harap-Alb primeste ajutor din partea craiesei furnicilor si a albinelor 
sta episodul prinderii si returnarii fetei de imparat ce simbolizeaza Mercurul Filosofal, entitate 
foarte complexa denuntata prin apelativul „cumplita farmazoana” care daca scapa din interiorul 
Athanorului, extins la nivelul lunii sublunare, aducea moartea alchimistului, Harap-Alb. 

Datorita faptului ca viitorul imparat Verde, regenerat si reinnoit, reprezinta in basmul 
nostrul punctul de chintesenta a celor cinci elemente, escapada nu este posibila, drept pentru 
care cu ajutorul lui Ochila, Eterul, si a lui Pasari-Lati-Lungila ce actualizeaza sensurile 
maleabile ale Aerului, este cucerita si dimensiunea verticals semnalata prin zborul fetei 
transformata in pasarica dupa luna. „Putem vedea ca in procesul alchimic se produce o 
dihotomie ai carei termeni sunt in acelasi antinomici si solidari: pe de o parte separarea care 
inmoaie forta de coeziune salbatica a materiei, care tinea inclestate elementele in „haosul” lor 
originar, solve ; pe de alta parte, elementelor volatile, odata separate, nu trebuie sa li se ingaduie 
sa paraseasca vasul, cum le este tendinta, ci trebuie obligate sa vie din nou joe, altminteri Opera 
risca sa se risipeasca, deci coagula. (...) Entitatea noastra, foarte complexa, simbolizeaza 
Ubicvitatea, Omniprezenta, prin posibilitatea lui de a epuiza Adancimea si Latimea in primul 
rand, adica crucea orizontala, apoi Inaltimea care, impreuna cu planul, fonneaza crucea cu trei 
dimensiuni, adica insusii scheletul Universului. Pasarica e gata sa iasa prin capacul 
Athanorului, Luna .” 20 Fuga fetei de imparat si ascunderea dupa Luna ne arata ca ea apartine 
regimului selenar, complementar regimului solar sub incidenta caruia se afla Harap-Alb, tot 
asa cum este reprezentata intrecerea dintre Calul Solar al (iului de crai si Turturica lunara. Ceea 
ce este remarcabil la modul in care Creanga isi continua basmul este insertia smicelelor de mar 
apartinand copacului originar din Gradina Raiului, a apei vii si moarte prin care se va produce 
spalarea corpului mortificat prilejuind o noua re-nastere. 

Cu elixirul vietii si Creanga de Aur in mana nu mai e decat un singur pas spre implinirea 
si devenirea finala a eroului; fata de imparat impreuna cu Harap-Alb se intorc in imparatia 
Verde, vestindu-si sosirea prin intermediul turturicii ca si cum ar prevesti nunta din final 


20 Ibidem, pp. 387-388. 
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asemeni petitorilor. Acest episod pune in vedere si reintoarcerea entitatilor in locul primordial 
de unde au venit, pentru ca odata ajunsi la curtea imparatului sa pecetluiasca sfarsitul si 
inceputul unui ciclu, nu inainte insa ca adevarul asupra identitatii Spanului si a lui Harap-Alb 
sa fie destainuit intregii comunitati. Simbolizand implinirea lui Magnum Opus, impreuna cu 
proclamarea Desavarsitului, noul ciclu trebuie indiscutabil sa presupuna moartea 
precedentului. Ne vedem din nou pusi in fata unei morti, finale de aceasta data, si a unei re- 
invieri sub semnul Universalului, deasupra „Numelui si Formei, pierzandu-si orice urma de 
Individualitate, ramanand numai Personalitatea, coextensive cu Eternitatea si capata un nume 
indicibil prin identificare cu Lumina Necreata.” 21 In concordanta cu moartea simbolica a lui 
Harap-Alb , de Span se alege praful si pulberea si nici nu se putea altfel, in primul rand 
deoarece fragmentul final transpune inca o data principiul activ al Separatiei si Sublimarii. 
Trebuie separat o data pentru totdeauna acel Mercurius Infernalis pentru ca reintegrarea sa fie 
totala, universale, sau cel putin pana in momentul in care pulberea se re-intrupeaza, 
determinand iluminarea unui alt erou, moartea si regenerarea unui alt ciclu s.a.m.d. Sublimarea 
cuprinde o operatie ce trebuie privita din dubla perspective, prima determinate tot din moartea 
Spanului, a doua creionate de reinchegarea pertilor separate ale lui Harap-Alb de cdtre fata 
impdratului Ros. Posedand Elixirul Vietii si Piatra Filosofale, reintegrand Gredina Ursului si a 
Cerbului sub regimul Soarelui, a Aurului Filosofal, Harap-Alb devine Verde-imperat, 
impdratul Universal identificat cu arborele vesnic verde al intregii lumi: „Si apoi, ingenunchind 
amandoi dinaintea impdratului Verde, isi jure credinte unui altuia, primind binecuvantare de la 
dansul si impdretia totodate. Dupe aceea se incepe nunta, s-apoi, de Doamne bine! Lumea de 
pe lume s-a strans deprivea, Soarele si luna din cer le radea.” Devenirea este asa totale incat 
lumina cuprinde intreg Universul, dizolvand pane la urme orice granite limitative: „S-apoi fost- 
au poftiti la nunte: Creiasa furnicilor, Creiasa albinelor si Creiasa zanelor, minunea minunilor 
din ostrovul florilor! Si mai fost-au poftiti incd: crai, crdiese si-mpdrati, oameni in seamd begad, 
s-un pecat de povestar, fare bani de buzunar. Si a tinut veselia ani intregi, si acum mai tine incd; 
cine se duce acolo bea si nEmancd.” 

Acesta este asadar traseul alchimic pe care-1 parcurge eroul sintetizat astfel: „ca toti cei 
nescuti sub semnul Devenirii si al Impermanentei, era initial un Haos, ca lumea la inceputul ei. 
Toate calitetile si determinatiile lui zdceau in Indistinctie. Haosul se transforme in Cosmos 
printr-un Fiat cosmogonic, rostit de Verb; el scpara Cerul de Pdmant (...) atunci posibilitetile 


21 Ibidem , p. 404. 
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eroului nostru se polarizeaza (...) cu conferirea necesara a numelui antitetic de Harap-Alb, care 
exprima bine aceasta separatie in Unitate.” 22 Investindu-i-se posibilitati coagulante, fiul de crai 
coaguleaza in jurul sau intregul set al elementelor originare, reactualizand ordinea lumii prin 
Arta Balantelor pentru a deveni Omul Universal asezat in Centrul Lumii. 
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Abstract: The thesis of this paper is focused on the poetical generation concept (applied in the study of 
the Romanian literature, especially for the literature of the XXth century), a very popular concept in 
the literary criticism, being a useful and accessible instrument, in order to illustrate an aesthetic 
panorama of our literature. Though, despite its advantages, this concept risks to induce a sort of 
aesthetic homogeneity during a decade of creation. Generalizing the poetical generation concept, being 
indispensable for the coherence the of Romanian literature study, risks to induce an inflexibility of the 
literary interaction, caused by the incapacity to avoid a predetermined literary pattern. The poetical 
generation is a useful instrument, as long as it will not set an assembly of programmed and 
predetermined aesthetic formulas. I suggest, in order to avoid these risks, the concept of generational 
aesthetics as a more useful instrument, applied for exemplification on some poems written by Virgil 
Mazilescu. 

Keywords: poetry, poetical generation, generational aesthetics, Virgil Mazilescu, critics 


Generatie si generationism 

Generatie - un concept indispensabil? Critica recenta cu privire la evolutia poeziei 
autohtone sta tot mai mult sub semnul acestui concept, propunandu-si identificarea unor linii 
directive majore in proiectul estetic abordat de varfurile de lance ale fiecarui deceniu. A devenit 
aproape un reflex sa vorbim despre saizecismul lui Nichita Stanescu ori despre inflexiunile 
optzeciste ale liricii cartaresciene, ajungandu-se pana la o succesiune de tentative din partea 
criticilor de a incadra programele poetice intr-o formula atotcuprinzatoare si exhaustive. 
Diversitatea ismelor aparute, initial, ca o necesitate de a concretiza specificul unei estetici bine 
definite apartinand decadelor secolului trecut (ajungandu-se pana si la pro lilul generatiei 2000) 
face incercarea de a ne dctasa de rigiditatea acestei terminologii tot mai dificila. Ion Pop, fara 
a aborda fa|i§ problematica succesiunii esteticilor poetice concretizate o data la zece ani, 
amendeaza riscul unui astfel de demers critic de a surprinde un specific mult prea rigid: „La 
prima vedere, el [s.n. conceptul de generatie] ar impune anumite restrictii dictate de necesitatea 
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unei unificari a directiilor creatoare sub un semn unic, o simplificare adica, echivalenta cu 
constructia unei viziuni cvasi-geometrice, excluzand notele strict particulare ale 
reprezentantilor ei. Daca astfel ar sta lucrurile, criteriul «generatiei» ar trebui privit cu 
suspiciune...” 1 . Raportandu-se tot la dimensiunile unei omogenitati anume, fie manifestate la 
nivelul apartenentei biologice, fie la nivel intelectual, Mircea Vulcanescu specified profilul 
unei generatii privite dintr-o perspective culturala si political „cuvantul generatie desemneaza 
un griip de oameni ale caror manifestari sociale converg sau se aseamana; care, adica, sunt, 
cred, stiu si vor cam aceleasi lucruri si iau atitudini identice fata de probieme simiiare ” 2 . 
Continuand in aceeasi directie, generationismul (privit ca absolutizare a unei specificitati mai 
mult mai mai putin predeterminate in cadrul unei perioade istorice limitate) anunta pericolul 
de a ignora particularitatile anumitor voci poetice, in detrimentul unei viziuni globale a 
fenomenului literar. 

In cea mai recenta carte a sa, Mircea Martin remarca, in acest sens, interesul manifestat 
de anumiti intelectuali pentru depistarea nuantelor specifice anumitor etape ale procesului 
evolutiv al culturii, in detrimentul absolutizarii unor formule aparent exhaustive: „nevoia de 
nuante nu implied neaparat indecizie sau incapacitate de optiune. In ordine intelectuala, ea 
inseamna cel mai adesea nevoie de exactitate si de justete.” 3 . Necesitatea unor studii care 
pomesc de la premise diferite decat acelea de a descoperi o cheie de bolta unitara (si, implicit, 
rigida tocmai in omogenitatea ei) a unei intregi varste cronologice nu presupune, in schimb, o 
negare absolute a intregului demers critic anterior. Studiul particularitetilor, desi un proces 
necesar, devine imposibil in absenta unor studii critice preliminare de tip cartografic care sd 
problematizeze un specific generationist. Numai prezenta unei viziuni globale asupra 
fenomenului poetic ne oferd posibilitatea de a remarca vocile care par sd sfideze formula 
generala si care, paradoxal, reusesc sd revendice generatiei apartenente un profil estetic special, 
altminteri, greu de identificat. incercarea de a plasa sub aceeasi cupola estetica, de pilda, 
operele saizecistilor Nichita Stanescu, Ana Blandiana, Cezar Baltag ori Marin Sorescu devine 
cu atat mai fortata cu cat, in defavoarea absolutizarii unui tipar global aplicat esteticii unui 
deceniu, pare sd ne preocupe tot mai mult studiul amanuntit al principiilor care au dus la 
definirea particularitatilor corespunzatoare fiecarei voci in parte. 


1 Ion Pop, Poezia unei generatii , Editura Dacia, Cluj, 1973, p. 9. 

2 Mircea Vulcanescu, Tdnara generatie, Editura Compania, Bucuresti, 2004, p. 41. 

3 Mircea Martin, Radicalitate p nuantd, Editura Tracus Arte, Bucuresti, 2015, p. 485. 
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Oprindu-ne, astfel, la aplicabilitatea termenului de generatie, consideram valabila 
utilizarea acestuia doar ca principiu ordonator la nivelul strict unei cartografieri cronologice, 
nicidecum estetice. Confundarea optzecismului, termen la fel de rigid in incercarea de a puncta 
specificul tuturor poetilor debutati in anii 80, cu ansamblul demersurilor estetice intalnite in 
preajma sfarsitului de secol XX poate deveni o capcana dificil de depasit, in absenta unei 
constientizari a detaliului, a particularului specific poetului insusi, si nu generatiei sale poetice. 
Coexistenta 4 termenilor specifici generationismului, aplicati decadelor de creatie, cu 
terminologia aferenta curentelor literare impuse in literatura romana ingeuneaza dezbaterea cu 
privire la raporturile estetice. Se ajunge, astfel, la o incercare de punere pe acelasi palier al 
isme lor ce apartin unor campuri semantice diferite (saizecism vs. neomodemism, optzecism vs. 
postmodernism, douamiism vs. neoexpresionism etc.), prin care succesiunea deceniilor de 
creatie tind sa ilustreze o evolutie previzibila a fenomenelor culturale in plan autohton. Uzitarea 
excesiva a acestor siruri terminologice a condus adesea la o perceptie atat de globala asupra 
fenomenelor poetice specifice unei decade, meat a afirma, de exemplu, ca poetul X. este 
douamiist este sinonim cu a spune ca poetul X. este neoexpresionist. Unul dintre scopurile 
acestei lucrari este, in acest sens, nu acela de a desfiinta conceptul de generatie, laolalta cu 
ansamblul derivatelor sale, ci de a amenda absolutizarea acestui concept, atat timp cat vizeaza 
mai mult decat simpla demascare a unei apartenente strict istorice. 


Generatie si descendenta. Estetica generationista 

Multitudinea de derivate pe baza conceptului de generatie 5 au suscitat o serie de discutii 
cu privire la sfera semantica a acestui termen, incercandu-se o problematizare a unei definiri 
adeevate. Dintre cele mai cunoscute, o remarcam pe cea a lui Tudor Vianu care aduce in 
discutie termenul de generatie de creatie si care remarca nu neaparat un profil estetic specific 
generatiilor, cat un spirit social prezent in scriitura poetilor ce provin din aceeasi perioada 
istorica: „Societatile civilizare sunt astfel constituite, incat oameni de varste felurite se pot 


4 Mircea Cartarescu insusi (in Postomernismul romanesc, Editura Humanitas, Bucuresti, 2011) amendeaza 
limitarea termenului de optzecism in raport cu postmodernismul, propunand, spre deosebire de initiativa lui Ion 
Bogdan Lefter, o detasare a fenomenului poetic specific anilor 80 de particularitatile curentului literar recent 
impus in literatura autohtona. 

5 Desi nu putem nega importanta criticii straine cu privire la defmirea acestui concept (ca de pilda, paginile lui 
Thibaudet despre ideea de generatie), vomprefera, in cadrul acestei lucrari, sa ne rezumam la opiniile scriitorilor 
romani, din partea carora avem certitudinea unei cunoasteri prealabile a fenomenului literar autohton specific 
secolului al XX-lea. incercam, astfel, sa evitam riscurile aferente pe care le-ar presupune confruntarea esteticii 
poeziei romane, in demersul sau evolutiv, cu o serie de definitii bazate pe mecanismele estetice aplicate unor 
literaturi straine. 
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asocia in urmarirea unor teme comune, refacand o generatie creatoare solidara.” 6 . In 
consecinta, generatia de creatie reprezinta un simptom mai degraba social decat literar care, 
desi isi propune sa identifice premisele unor estetici valide pe baza unei reforme a societatii, 
nu pare sa mizeze sufficient pe o descendenta estetica specified. 

Totusi, dintre diversele incercari de definire a generatiei, se desprind cateva care pun 
accentul nu neaparat pe o apartenenta istorica, cat pe o apartenenta estetica, literara, 
concretizata pe baza unor afinitati prestabilite si subiective create intre poet si maestru. Cea 
mai cunoscuta afirmatie de acest gen, pe plan autohton, ii apartine lui Marin Mincu, cel care se 
raporteaza la conceptul de generatie ca la o modalitate de a marca o descendenta creatoare, o 
genealogie literara venita pe filonul unui maestru ce da tonul unei viziuni globale asupra 
modului de a percepe si concepe poezia: „Generatia creatoare reprezinta un statut de creatie, 
revendicand o metoda, o atitudine si o angajare, precis delimitate fata de inaintasi 7 .”. Mai 
departe, in acelasi studiu, criticul face o delimitare clara intre criteriul istoric si criteriul estetic, 
inlaturand orice echivoc cu privire la o oarecare predeterminare ori confundare a celor 
mecanisme de sondare a fenomenului literar. „Astfel generatia se constituie ca o marca de 
creatie si nu de varsta, de valoare si nu de fratemizare biologica.” 8 , aminteste Mincu, amintind, 
de asemenea, si de capacitatea unei generatii unitare de a produce o ruptura decisiva fata de 
predecesori, printr-o estetica omogena fundamentata de o pennanenta preocupare de detasare 
fata de generatia anterioara. 

In acest sens, Marin Mincu aduce in discutie descendentele poetice venite pe filonul 
unor serii de is me specifice literaturii autohtone, determinand indirect panteonul poetic al 
creatiei romane: blagianism, arghezianism etc. Generatia devine marca unei afinitati 
prestabilite, a unor influente care transcend granitele limitate ale unui deceniu, fund o 
recuperare retrospectiva a unei descendente poetice bine determinate. Nonapartenenta unui 
scriitor in cadrul unei estetici majoritare specifice unei perioade nu presupune o automata 
excludere a acestuia din canoanele estetice, ci doar o incercare de a-i configura un orizont al 
apartenentei, conturandu-i descendenta creatoare. Astfel, criteriul pur cronologic ori istoric al 
compartimentarii promotiilor de poeti (aplicat pe decenii creatoare ce ar poseda o estetica 
autonoma si omogena, si nu pe directii particulare, pe voci individuale si chiar incompatibile 
cu celelalte) devine insificient si inselator, putandu-se manifesta fie printr-o superficialitate a 

6 Tudor Vianu, Generatie si creatie, Editura Universala Alcalay & Co., Bucuresti, 1937, p. 14. 

7 Marin Mincu, Poezie si generatie, Editura Eminescu, Bucuresti, 1975, p. 245. 

8 Ibidem, p. 248. 
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cunoasterii valentelor discursului poetic al unei decade de creatie, fie printr-o potentare 
excesiva a unor fonnule exhaustive satisfacatoare la nivel global, dar inaplicabile la nivel de 
detaliu. 

Necesitatea unui nou instrument de cercetare a fenomenelor poetice ale secolului trecut, 
a unui termen care sa desfiinteze alaturarea criteriului istoric cu cel estetic din sanul decadelor 
creatoare este cu atat mai stringenta. Pentru aceasta, vom propune termenul de estetica 
generationista ca modalitate unica de particularizare ce sfideaza aparenta omogenitate a unei 
generatii istorice, conferind poetului sansa unei revalorificari si a unei reconsiderari a statutului 
sau literar. Estetica generationista nu exclude, prin urmare, o cunoastere prealabila a 
fenomenelor literare si nici chiar a absolutizarilor mai mult sau mai butin binevenite in cadrul 
panoramarii liricii autohtone. Caci, asa cum am amintit anterior, intelegerea particularitatilor 
este doar o consecinta a intelegerii ansamblului, estetica generationista nefiind, astfel, altceva 
decat o sfidare a unui criteriu generationist extrem si rigid in omogenitatea pe care o propune. 
Saizecismul, de exemplu, propune o viziune mult prea larga a poeziei scrise in anii 60, in timp 
ce estetica generationista propusa de Nichita Stanescu ne vorbeste de particularitatile si, 
inclusiv, de exceptiile de la formula saizecismului pe care poetul le aduce in discutie. Atentia 
se focalizeaza astfel asupra detaliului care vine sa sfideze conformismul unor termeni 
exhaustivi. Estetica generationista inlesneste confruntarea poetului cu poezia generatiei sale, a 
individului creator cu generatia sa creatoare, a specificului unei lirici cu formula globala a unei 
decade literare. 

Apendice. Virgil Mazilescu - o sfidare a generatiei 

Deosebita prin modalitatea de concepere a universului fictional, opera poetica a lui 
Virgil Mazilescu a suscitat multe controverse cu privire la incadrarea intr-un curent literar bine 
detenninat. Complexitatea operei sale este evidenta atat printr-o serie de trasaturi particulare la 
nivel discursiv si formal, cat si prin preluarea unor tehnici care, pe de o parte, descind din 
suprarealism, iar, pe de alta parte, anticipeaza in spatiul romanesc cristalizarea unor noi curente 
literare precum onirismul sau postmodernismul. Raportandu-ne la criteriile generationiste, 
Mazilescu a fost adoptat de critica literara ca find unui din cei mai importanti reprezentanti ai 
generatiei 60 (daca luam in considerare, bazandu-ne inclusiv pe criteriul strict istoric, anul 1968 
care marcheaza debutul cu volumul Versuri ) sau ai asa-zisei generatii 70 (daca luam in 
considerare deceniul cel mai prolific din punct de vedere creator, printre care se mai numara 
Ileana Malancioiu, Leonid Dimov, Ana Blandiana etc.). Cu toate acestea, o incadrare adecvata, 
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din punct de vedere estetic, a lui Virgil Mazilescu intr-una dintre generatiile amintite aduce cu 
sine o serie de riscuri majore. Astfel, problema apartenentei la saizecism descinde dintr-o serie 
de contraargumente care trimit la predispozitia spre recuperarea poeziei interbelice. 
Saizecismul (la fel ca saptezecismul, privit ca o prelungire a saizecismului, fara sa posede inca 
o autonomie estetica, asa cum avea sa aiba optzecismul), pus sub semnul neomodemismului, 
aducea in actualitate o poezie metaforizanta, cuprinsa de un lior expresionist, cateodata 
alimentat de teme crestine. Evident, in afara unei predispozitii pentru folosirea metaforei, pe 
care o recon figurcaza dintr-o perspective! scenica, Virgil Mazilescu nu pare sa adopte in creatia 
sa niciunul din presupusele deziderate ale saizecismului. Totusi, pentru a nu minimaliza 
importanta impactului produs cu operele contemporanilor neomodernisti, ne vedem nevoiti sa 
amintim despre o firava constientizare din partea lui Mazilescu, in plan stilistic, a 
metalimbajului stanescian in care poezia ca atare devine centru de interes. in rest, orice alta 
incercare de a mai gasi o incadrare discursiva in tiparul saizecist pare sortita esecului. Nici 
macar eventuala asemanare a actantilor care compun corpusul textelor poetice nu constituie o 
punere in aplicare a unei formule predeterminate. De pilda, ingerii lui Nichita Stanescu (in texte 
precum A cumpara un caine, Ingerul cu o carte in mana ) sau ai Anei Blandiana ( Cadere, La 
cules ingeri) sunt purtatorii unui mesaj apasator, dedicat umanitatii in decadere, fiind mereu 
paravane pentru o serie de implicatii socio-culturale aferente, in timp de ingerii lui Virgil 
Mazilescu intra pe scena cu scopul de a lua parte la o regie care tradeaza spontaneitatea 
neintentionata: „iese de dupa magazie un inger si se inclina/ se uita la stanga - nimeni acolo/ 
se uita la dreapta - absolut nimeni// totusi e grea viata pe pamant murmura el” {a doua poveste 
pentru stefana) ori „fiecare sa-si ascunda ingerul/ in buzunar/ ca la balci ca la/ cinematograful 
mut/ poate zborul va tasni printre zdrente si urechi” ( cineva pe lume are nevoie de mine). Poetul 
lasa loc liber jocului gratuit, nepremeditat si conventionalizat scenic in detrimentul metaforei 
adesea didacticiste. Astfel, Mazilescu se dovedeste a fi un scriitor de exceptie al generatiei 
(istorice ) 60, dar care, in acelasi timp, reuseste performanta de a nu fi saizecist. 

Cazul lui Mazilescu reprezinta, astfel, un exemplu pentru care conceptul de generatie 
poetica si conceptul de estetica generationista ajung la un moment dat sa se intoarca unul 
impotriva celuilalt. Estetica generationista propusa de poet, inedita personalizare a unei 
descendente onirice (de multe ori amintita in contexte care frizau si suprarealismul), 
acumuleaza, in acest sens, o serie de remarci critice care, in general, mizeaza pe capacitatea sa 
de a se disimula in spatele unui limbaj aparent incoerent. Centrala si, deci, adoptata in 
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unanimitate, ramane observatia pe care Eugen Negrici 9 o face cu privire la modalitatea de 
constructie a universului fictional, remarcand o „stilistica a eschivei” care fundamenteaza o 
„depersonalizare a poeziei”, in sensul ca poetul isi submineaza permanent orice posibilitate de 
a se face inteles (vorbindu-se chiar de „oroarea de a fi inteles”), pe baza unui tipar coerent: „te 
rog beatrice sa ne intalnim/ te rog §i n-ar trebui sa te rog/ maine seara in steaua vega// imbracat 
cu o haina alba simpla usoara/ fara cravata fara sa-mi amintesc/ versuri sau alte lucruri 
frumoase din na§tere/ simplu pe masura hainei mele/ voi cobori din tramvaiul 709/ cu o flacara 
la butoniera/ cu un pui de §oparla in palma/ sa ma poti recunoa§te imediat” {te rog beatrice sa 
ne intalnim). De o depersonalizare care inlocuieste egocentrismul aminteste ulterior Nicolae 
Manolescu care mentioneaza, de asemenea, afinitatea poetului pentru logica aflata la limita 
incoerentei si a ludicului posedata de basm, numind-o „complexul Alicei in tara minunilor” 10 . 
Interesante, pe de alta parte, se arata parerile criticilor care vad in poezia mazilesciana o 
expresie pura a ironiei (ale carei marci Al. Cistelecan le intrevede in poezia mazilesciana 
confesiva) ori a cinismului (cheie de lectura prin care Gh. Grigurcu intuieste „inscenarea 
propriei neputinte”, dar si „pasivitatea spirituals, socanta demisie a sinelui” - prefata volumului 
Intoarcerea lui Manuel - sau prin care Cornel Regman intrevede o inclinatie a poeziei 
mazilesciene spre „harta”) n . 

Discutiile cu privire la specificul poeziei mazilesciene pot continua, bazandu-se, de 
asemenea, pe discursuri care-si propun sa depisteze un traseu estetic valid in darul curentelor 
literare ale epocii. Virgil Mazilescu a fost, paradoxal, unul dintre cei mai putin discutati poeti 
de varf ai secolului al XX-lea, desi am putea specula (asumandu-ne o oarecare doza de cinism) 
ca principalul motiv pentru care acesta nu a fost pana de curand atat de prezent in atentia criticii 
este tocmai incompatibilitatea poeziei sale cu formula cvasi-generala a congenerilor sai. Pentru 
moment, cel putin, nu ne mai ramane decat sa admitem ca, prin ineditul universului sau 
fictional, poezia mazilesciana a reusit sa detroneze, raportandu-ne la deceniul al saselea din 
secolul trecut, suprematia generationismului, in favoarea unei estetici generationiste aparte in 
cadrul literaturii autohtone. 
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Abstract: Alma Luz Villanueva’s novel Luna’s California Poppies (2002) is a bildungsroman, a coming- 
of-age story of a Latina girl living in an unfair and oppressive world. It is a successful tale of self- 
discovery, Luna managing to come to terms with the harsh patriarchal reality that surrounds her, with 
herself and also with God. Still, the novel is more than a bildungsroman since Villanueva’s life is well 
hidden under the mask of fiction, and thus Luna's stoiy is her own story of becoming. My reading of 
the novel highlights the autobiographical elements from the novel, and also the fact that Villanueva 
plays with form, genre, narrative technique and even typographic representation to write a feminist 
bildungsroman. 

Keywords: Latina feminism, Alma Luz Villanueva, Third World, bildungsroman, autobiography 


Alma Luz Villanueva was born in Lompoc, California, in 1944. She grew up in poverty 
in the Mission district of San Francisco, home for Hispanic immigrants, being raised by her 
maternal grandmother, Jesus Villanueva, a Yaqui Indian curandera , who played a crucial role 
in the life and later on in the writings of Villanueva. She never knew her father, of German 
ancestry, and at eleven years old, after her grandmother’s death, she was raised through her 
adolescent years by her mother, with whom she did not have a healthy mother-daughter 
relationship, and her aunt. Her mother failed to offer her a loving and caring environment, and 
so Villanueva dropped out of high school at the age of 15 to have her first child. She confessed 
that the period of time spent with her mother was “an early drama, quite a challenge to survive. 
So I didn’t write anything from age 13 to 25 because I was struggling for survival.” (Schober 
et al., Web) 

She started writing at the end of the 1960s, when she was just a young mother in search 
of herself (her first published work was a collection of poetry, Bloodroot, 1977), and she keeps 
writing, confidently stating in one interview that “I will write until I leave this body. Of course, 
I’m grateful for every book I’ve published, and I wait for la vida to surprise me, as it always 
does.” (Aldama 2006: 293) 
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Similar to Esmeralda Santiago, she also experienced an epiphany when her daughter 
was 15, the same age Villanueva was when she had her, that determined her to start writing. 
She explains in an interview how she felt a click went off in her at that moment, “the feeling 
of a volcano erupted within me. And what I knew I had to do was sit and write. To sit and try 
to write” (Hernandez Web). Thus, at about 30 years old, when she was overwhelmingly busy 
with being a mother, she felt this “volcano of words” erupted within her and she started writing. 
She further confesses that the first stage in her trying to write “was locking myself in the 
bathroom” since she lacked the privacy of a room of her own. Villanueva, who teaches Creative 
Writing in the Master of Fine Arts program at Antioch University in Los Angeles, ends the 
interview in an instructive manner, urging women to start writing in order to reach their true 
selves: “That’s how you have to start to write if you have children [...] and this volcano goes 
off in you, even if you have to lock yourself in the toilet, do it because that is how we women 
often have to seize our time.” 

Though not a writer of memoirs, Villanueva’s work, be it poetry, novels, short stories 
or essays, is highly autobiographical, yet her life is well hidden under the mask of fiction as 
“many details of her life enter into the texture of Villanueva’s writing” (Madsen 2000: 167). 
Everything she writes is a mirror of herself and a bridge both to herself and the world. She thus 
becomes first and foremost a healer, not one in the traditional way, even though her 
grandmother came from a long line of herbal healers, and her four children are all healers - as 
she proudly confesses in one interview: 

My grandmother was an herbal healer (as was her mother and her mother), and to see 
my daughter now as a healer, as well as my sons, the family intent continues. My thirty-seven- 
year-old son, for example, teaches high school chemistry and is also a family counsellor [...]. 
And my youngest son [...] is now a journalist with a passion for the oppressed, to tell their 
stories. (Aldama 2006: 292) 

Hence, Villanueva is a healer of souls, of her own and of others, and her healing powers 
transpire from every piece of her writing, including her third novel Luna’s California Poppies , 
published in 2002. Though not a memoir, it is Alma Luz Villanueva’s portrayal of her own 
story of becoming, her coming-of-age tale, since Luna, the protagonist, mirrors Villanueva’s 
life. The novel starts after the death of Luna’s grandmother, yet we soon leam, from Luna’s 
recollection of the past, that her Mamacita was a Yaqui Indian curandera from Mexico, who 
happily raised Luna. After the death of her grandmother, being neglected by her mother 
Carmen, she meets Darling, a white woman who takes her in her home and brings Luna the 
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peace she so desperately needed. On the first night spent in Darling’s house, Luna has a flying 
dream, the kind she used to have when she lived with her Mamacita: 

And I really REALLY like this DARLING lady Virgen, I REALLY REALLY do. Even 
if she is a White Lady - but she has green greener eyes just like a CAT like the way a CAT 
looks at you right? So I spend the night and for the first time in a million years I wake up in 
sheets that are kinda stiff and kinda smell like the WIND out side and I had a Flying Dream 
like I used to when I was little with Mamacita, and I wish I could tell her this one cause every 
where I looked was LIGHT lots brighter than even the SUN. (Villanueva 2002: 11) 

This “White Lady”, as Luna calls her, highlighting the fact that she was used to seeing 
ethnicity as a barrier never to be crossed and to being treated badly by white people, gave Luna 
not only food and a clean space to sleep, but she also helped her get closer to her deeply hidden 
self. She taught Luna to speak proper English and encouraged her to read and to write; she used 
to give Luna four words every week, which she had to look up in the dictionary and write a 
poem or a paragraph with them. And so Luna started writing poems about herself and her life 
as a young girl; she started writing her story of becoming. Moreover, Darling helped Luna get 
closer to nature, thus get closer to her own nature, and also shortly feel the presence of a 
paternal figure in her life, when Danny the Dane came to visit Darling: “Then D.T.D looked at 
me kinda like the way I think a father might look at you if he really likes you a lot right Virgen?” 
(90) 

However, when Darling decides to adopt the thirteen-years-old Luna, she suddenly 
stops writing and the novel now divides into two parts, one with Luna the child and another 
one when Luna is 28 years old. She starts a new diary after her daughter discovers her childhood 
diary. We now meet an adult Luna, a mother of three children, and we learn from her that 
Carmen did not allow Darling to adopt Luna, so she had to return to her miserable life with her 
mother. 

As an adult, Luna tells La Virgen , the recipient of all her letters, how her life has been 
since last writing to her, how hard it was for her and how many obstacles she had to overcome, 
yet “I SURVIVED just about everything” (159). When living back with Carmen, she was 
fortunate enough to have Whitey as neighbour; he took good care of her and was a substitute 
for the father she never knew. When he died, Whitey left Luna enough money to buy a farm, 
her first true home, where she had more obstacles to overcome. Now, Luna, a teacher in 
Sebastopol, with one of her poems having been published, has made this farm into her Secret 
Crystal World, populated by all the people she has met throughout her intense life. She has 
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survived everything and so she ends her becoming story as a changed woman. She is at peace 
with her self and the world: 

I very quietly opened the back door and as I stepped out onto the damp earth, the early 
morning sun seemed to create mirrors of light on every wet leaf, hundreds of them, everywhere. 
Surrounding me. And the silence, the perfect beauty as far as I could see, the SMELL of the 
damp earth made me weep with a weird kind of happiness. I really don’t kn ow why I felt so 
happy, Virgen -1 just felt, suddenly, perfectly happy . Right then. Right there. (174) 

Having all these in view, one can easily see Luna’s California Poppies as a 
bildungsroman, a coming-of-age narrative of a young woman in search of her self. Yet, it is a 
modem feminist coming-of-age tale, having a hybrid form. It is a diary divided into two parts, 
one part written by a child Luna and another by her as an adult mother. Still, it is not a 
traditional diary either, as Luna promised it to be in the beginning of the book: 

NOTICE TO BURGLERS AND SNOOPS - THIS IS A PRIVATE DIARY, AND IE 
YOU READ THIS WITHOUT MY (LUNA LUZ VILLALOBOS) PERMISSION I WILL 
PUT A HEX ON YOU LIKE THE PYRAMIDS, LIKE YOU WILL DIE A SLOW DEATH 
[...] SO BEWARE - BEWARE AND CLOSE THIS NOW! [...] THIS DIARYS NONE OF 
YOUR BEES WAX!!!! (1) 

The book is in fact a collection of letters addressed to La Virgen , which Luna transforms 
into “THE LAND OF LUNA LUZ VILLALOBOS Y LA VIRGEN OKAY?” (4). The 
beginning of a book is usually very inviting and polite with its readers, but here readers are not 
welcomed and are warned that if they continue reading, something very bad is going to happen 
to them. In fact, what Villanueva does is to intrigue the readers more, and so the book becomes 
a sort of forbidden fruit. Moreover, the first page of each chapter is handwritten and written on 
notebook paper. These change in the second part of the book - the handwriting and even the 
notebook are different - to highlight Luna’s evolution. Hence, Villanueva plays with form, 
narrative technique, typographic representation and she even blurs the borders of genre, all to 
better portray this little girl’s tale of becoming, as she confesses in one interview: 

Luna had its own particular challenges because it’s largely written in the voice of 
twelve-year-old Luna, so I had to give up total authorial control to embrace this kid’s point of 
view: how she really thought, talked, and spelled. I haven’t been twelve in a long time, but I 
loved remembering that spirit. (Aldama 2006: 291) 

The novel has elements of a bildungsroman and matches the definition of the genre as 
seen by Barbara A. White: “The hero rejects the constraints of home, sets out on a journey 
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through the world, obtains guides who represent different world views [...] and meets with 
many setbacks before choosing the proper philosophy, mate and vocation.” (White qtd. in 
Eysturoy 1996: 11) Likewise, by constantly remembering what kind of person her grandmother 
taught her to be, Luna rejects the violent, abusive and male-dominated world Carmen has to 
offer. Also, she accepts Darling’s help and sets out on a journey through Darling’s world, one 
in which she learns about education, responsibility, love and return to nature, and in which she 
begins to discover herself. In the end of the novel, after facing almost everything there is to 
face in a patriarchal, sexist and racist world, and surviving “just about everything”, Luna 
reaches a phase of serenity. She comes to terms with herself, her mother, men and even God, 
and she thanks La Virgen for that and for sending her all the ‘guides’ she has met throughout 
her journey: “[...] there were times I didn’t want to survive. There were times I was at the 
bottom, the very bottom, of the darkest well, and the walls were slick and mossy. No Hope. 
None. Nada. Then suddenly, a kind voice. A kind hand. A kind heart. Kindness. You’ve sent 
me so many kind people.” (Villanueva 2002: 162) 

Lurthermore, Luna’s California Poppies starts with Luna being a child and, according 
to Annie O. Eysturoy, “in the case of the child and adolescent protagonist, the emphasis is on 
social and environmental influences on her rite of passage.” (Eysturoy 1996: 4) While reading 
the novel, one can easily forget that the protagonist is a Mexican-American young woman. At 
times, Luna evidently experiences the humiliation of being discriminated by white people on 
account of the colour of her skin or by her own people who call her Gringa, yet one is constantly 
reminded that this is a story about the becoming of a poor girl in a rough world dominated by 
men, as Sanchez observes: 

Since her closeness to her grandmother is part of her childhood, her Chicana, or 
Mexican-American, identity plays a minor role in her adult poetic persona, which lies more 
within a community bounded by gender than within one bounded by race or ethnicity. [...] 
Villanueva shows the least awareness of a Chicana consciousness. Her solution of the dilemma 
of being both a woman and a Chicana is to respond primarily as a woman to the dominant 
masculine society. (Sanchez 1992: 25) 

To put it differently, Luna being a mestizo, a girl of multi-ethnic ancestry - “I’m Yaqui 
Indian, Spanish and German” (Villanueva 2002: 18) -, the novel is more about the constraints 
a woman faces in a male-centred universe, than about ethnic discrimination and Latina women 
being oppressed by white people. After all, Luna is most helped in her journey of self-discovery 
by white people - Darling, Whitey and Sally. In addition, at some point in the novel, Luna 
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confesses that “heres the truth... I HATE BEING POOR WORSE than being a girl and even 
worse than being called a Gringa” (36), which once more shows that the focus is on poverty 
and womanhood rather than on ethnicity. 

When discussing the elements of the modern feminist coming-of-age novels, Eysturoy 
opinionated that the feminist movement had the following effects on the bildungsroman: the 
“inclusion of sex, modem feminist consciousness, lesbianism, and other issues of the feminist 
movement.” (Eysturoy 1996: 17) Thus, with these arguments in mind, one can read Luna’s 
California Poppies as a feminist response to the traditional patriarchal society. 

After being raped at the age of seven by a man who pretended to be a policeman, hence 
a symbol of male power and authority, Luna kills her femininity, became a tomboy and hated 
everything male: “And then you know how I never ever let any one kidnap me again or even 
touch me (Like a man.) And you know how I started to look and talk like a boy so maybe I 
wouldn’t be DOOMED.” (Villanueva 2002: 67) 

Moreover, she hates the idea of being with a man and getting married as much as she 
dreads the idea of menstruating that she constantly prays to La Virgen to postpone her 
becoming a woman: “I don’t want to be a WOMAN or have BABYS or BLEED in my pants 
and wear a DIAPER like I don’t even like to play with dolls.” (T9) 

Even though her solutions to not being hurt anymore are to supress everything 
vulnerable in her, hence feminine, and to start acting and talking like men - “my boys voice” 
(24) -, Luna still wants equality between men and women, and hates to see when boys and girls 
are treated differently; to see that her femininity is perceived as a flaw which makes her inferior: 
“so this Girl Stuff is really really weird and I don’t want to be a girl yet, like I kn ow I’ll be a 
girl eventually right? But if I look like a girl now it means theres a TON of stuff I can’t do 
cause girls don’t do it like climb buildings and hop the trolley to the zoo.” (29-30) 

Luna’s hatred toward everything male is so powerful that she even rejects God, whom 
she perceives as the supreme symbol of male authority and as a vengeful paternal figure, who 
has abandoned his son - “God doesn’t even give a shit cause his Only Son died for OUR SINS” 
(62) -, so she refuses to pray to him and turns to La Virgen. Her grandmother used to pray to 
her too, La Virgen also being an element that unites the grandmother and granddaughter, long 
after Mamacita' s death. Also, Luna prefers Buddha over God because “Buddha is kinda fat but 
he looks pretty happy like hes not smiteing any one and all of Creation right?” (62) 

Having all these in view, Luna’s California Poppies is a coming-of-age novel about a 
poor girl who strives to find her self in a world dominated by patriarchal values. She struggles 
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to find her voice and claim her place in an aggressive society. And she succeeds. She becomes 
an independent woman, with a rifle hanged over her back door, who can take care of herself. 
She finds peace. She comes to terms with the world and her self; her femininity - “Tania taught 
me how to love my ‘girl self” (220) -, her mother and even God “say hi to God for me... It’s 
okay since I (now) imagine God as a beautiful young man, every race mixed into him, every 
human possibility - and he has no interest in smiting anyone.” (237) 

She becomes a spokesperson for other abused women, beaten and raped by their 
husbands, as we find out about her in the second part of the book. Luna shares her story to 
encourage other women, just like her, to hope for a better future; to help them fight against an 
oppressive world, and to teach them how to reach and search for their selves. Hence, through 
her coming-of-age story, Luna strives “to create from concrete experience a personal myth of 
a universal womanhood.” (Sanchez 1992: 28) The I becomes we. 
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Abstract: This paper is intended to redraw the image of some essayists included in the Russian 
emigration circles established in the Western world after 1917, as mediators between the European 
’’younggenerations ” who were constructing their own discourses, in the meanwhile. While contributing 
to the communication between the German and French intelligentsia, through their work as translators, 
scholars or lecturers, the ’Russian emigres’’ played a leading role in naturalizing the (Orthodox) 
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provided a family of metaphors which informed the ideological writings ofMircea Eliade, as well as of 
his intellectual group. 

Keywords: Russian emigres, young generation, authenticity, identity, Christian existentialism 


in februarie 1922, La Nouvelle Revue Franqaise dedica un numar omagial lui 
Dostoievski, unul dintre obiectele preocuparilor constante ale redactiei. Peste un an, Gide va 
publica, de altfel, un volum de eseuri purtand numele scriitorului rus, pe care Pierre-Quint il 
va considera definitoriu pentru clarificarea conceptiei sale despre „sinceritate” 1 . Momentul este 
important pentru ca marcheaza deschiderea apetitului cultural francez pentru reprezentantii 
„emigratiei ruse”, in anii de dupa revolutia bolsevica si razboiul mondial. Lev Sestov, ajuns de 
putina vreme la Paris, dupa un an de pribegie in Elvetia, e contactat de Gide si Riviere prin 
intermediul unui colaborator de origine ruso-germana, Boris de Schloezer, care ii va deveni 
fidel prieten si traducator. Articolul lui Sestov despre Dostoievski, venit in urma mai multor 
eseuri publicate in diferite reviste sankt-petersburgheze la inceputul secolului, e primit cu 
interes si da tonul volumelor care nu vor intirzia sa apara, incepand cu 1923. Vorbind mai ales 
despre Omul din subterana, pe care il apreciaza mai mult decat pe Idiotul, Sestov traseaza 


1 Andre Gide, Dostoievsky>, Librairie Plon, Paris, 1923; Leon Pierre-Quint, Andre Gide. Sa vie, son oeuvre, 
Librairie Stock, 1932, p. 153. 


1419 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


opozitia de baza care va imbraca diferite formule de-a lungul eseisticii sale din deceniile trei si 
patru: umanitarism-revelatie, inteligenta-suflet, morala banalitatii-morala tragediei, ratiune- 
credinta, Atena-Ierusalim. Reprezentantii literari ai celor doua tipuri de cunoastere fund Tolstoi 
si Dostoievski, alti ganditori rusi, francezi, germani sunt chemati sa le ilustreze: Hegel, 
Descartes, Soloviov vs Pascal, Nietzsche, Rozanov etc. Sestov recomanda indepartarea de 
prima paradigma, a adevarurilor de tipul „doi ori doi fac patru” 2 si apropierea de ultima, printr- 
o „tentativa de reabilitare a drepturilor omului din subterana” 3 . Ironia fata de retoricile 
iluministe, „rationaliste” si egalitarist-democratice va fi preluata si de discipoli, printre care, de 
pilda, B. Fundoianu. Sestov gaseste ca scriitorii care alcatuiesc cealalta paradigma, 
„irationalista”, au tendinta comuna de a folosi anumite „siretlicuri” fictionale pentru a transmite 
idei si reprezentari inavuabile de catre societate: 

„A-ti scrie cu veridicitate istoria vietii, a face o confesiune sincera si completa, sa 
povestesti adica nu ceea ce ei ii convine ci adevarul inseamna sa te tintuiesti tu insuti la stalpul 
infamiei! [...] Nu trebuie sa le pretinzi scriitorilor autobiogralii sincere. Fictiunea literara a fost 
inventata tocmai pentru a da oamenilor posibilitatea sa se exprime liber.” 4 

Necesitatea fictiunii pentru livrarea „sinceritatii” totale este demonstrata tot prin 
recursul la Dostoievski, creator al unor eroi imaginari care sunt „trup din trupul” autorului. Dar 
procedeul alibiului fictional, adaptat pentru subgenul eseului filosofic, s-ar intalni si la 
Nietzsche 5 . In elogiul literaturii-confesiune, Sestov se intalneste nu numai cu Gide, ci si cu 
Kierkegaard, asa cum a fost el interpretat de Jacob Golomb: „autenticitatea” are nevoie de 
limbajul artistic pentru a isi livra adevarurile abisale, inavuabile, pentru a isi „ademeni” cititorii 
pe potecile abrupte ale cunoasterii de sine 6 . De altfel, lui Kierkegaard ganditorul rus ii va 
consacra mai multe studii si conferinte la inceputul anilor ‘30, iar despre Nietzsche va scrie 
aproape tot la fel de mult ca si despre Dostoievski. Legaturile lui Sestov cu mediul cultural 
german vor ramane trainice de-a lungul intregului deceniu trei (cand ii va intalni pe Husserl, 

2 Lev Sestov, Revelatiile mortii, In romaneste de Smaranda Cosmin, Prefata de Radu Enescu, Editura Institutul 
European, Iasi, 1993, p. 45. 

3 Lev Sestov, Filosofia tragediei, Traducere din limba rusa de Teodor Fotiade, Studiu introductiv, tabel cronologic 
si bibliografie de Ramona Fotiade, Ingrijitor de editie Mircea Aurel Buiciuc, Editura Univers, 1999, p. 244. 

4 Lev Sestov, Revelatiile mortii, ed.cit., p. 107. 

5 Lev Sestov, Filosofia tragediei, ed.cit., pp. 224 („trup din trupul” lui), 265-267 (Nietzsche). 

6 Cercetatorul israelian discuta despre retorica „ademenirii” cititorului prin uzul mastii fictionale, de catre autor 
(v. Jacob Golomb, In Search Of Authenticity. From Kiekegaard To Camus, Routledge, London & New York, 
1995, pp. 9-18). 
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Heidegger, Scheler, printre altii). Scriitorul este membra activ al societatii 
Nietzschegesellschaft, voiajeaza des la Berlin, al doilea centra important al „emigratiei rase” 7 . 
Pe Husserl ll cunostea inca din Rusia si contribuise substantial la primul val al receptarii sale 
in Franta, prin doua articole de rasunet publicate in Revue philosophique, in 1926-‘27. Pe langa 
virtutile intelectual-filosofice care i-au fost admirate in epoca, Sestov a avut si abilitatea de a 
facilita ceea ce astazi s-ar numi schimburile interculturale, fiind unul dintre artizanii propagarii 
dostoievskianismului sau a fenomenologiei germane in mediul francez. Boris de Schloezer 
pleda inca din 1922 pentra incadrarea lui intr-un grup pan-european de ganditori rebeli in genul 
lui Pascal si Nietzsche, „outlaws” care sfideaza granitele nationale si culturale traditionale, 
adepti ai unei cunoasteri intens subiectivizate: 

„Printre acesti outlaws ai gandirii, Pascal, Nietzsche sunt poate cei a caror actiune se 
face simtita cu cea mai multa putere, si nicidecum in mediile stiintificc, universitare, ci asupra 
artistilor si poetilor... Dintre contemporanii nostri imi dau seama ca nu li se poate alatura decat 
numele lui Lev Sestov. [...] Lev Sestov apartine aceluiasi mic grup de spirite salbatice, subtile, 
arzatoare si libere, care vaneaza adevarari pe cont propriu, fara a se infeuda vreunui sistem. 
[...] Punctele de vedere istoric, national, geografic ii sunt complet straine lui Sestov [,..]” 8 

in Romania, opera lui patrande prin traducerile frantuzesti ale lui de Schloezer dar si 
prin analizele aplicate ale lui B. Fundoianu. Viitoral discipol roman publica sase cronici la 
Revelatiile mortii (1922), inainte de a il cunoaste personal pe autor in 1924, in casa lui Jules 
Gaultier, si de a scrie atat de sestoviana Constiinta nefericita (1937). Metoda, retorica, pana si 
imagistica din cartea lui Fondane (Iov, sarpele, zidul s.a.m.d.) il amintesc pe maestrul ras. Emil 
Cioran rememoreaza entuziasmul starnit si in randul grapului „trairist” din anii 1920-‘30: 
„Poate ca e necesar sa precizez ca, intre cele doua razboaie, Sestov era foarte cunoscut in 
Romania si ca aici cartile i se citeau cu mai multa fervoare ca oriunde.” 9 Desigur, fervoarea de 
care vorbeste Cioran se explica prin consonanta cu demersurile unei aripi a „tinerei generatii” 
de a reevalua mostenirea crestin-ortodoxa prin prisma noilor curente gustate in epoca - 
vitalism, bergsonism, existentialism. 


7 Michael Finkenthal, Lev Shestov: Existential Philosopher and Religious Thinker, Peter Lang Publishing, 

Inc., New York, 2010, pp. 87-88. 

8 apud Lev Sestov, Revelatiile mortii, ed.cit., pp. 151-153. 

9 apud idem, p. 11. 
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Rolul de a crea punti intre culturile europene e jucat nu doar de Lev Sestov, ci si de 
Nikolai Berdiaev, al cSrui destin e, de asemenea, tipic pentru „emigratia rusS”: fuga din 
Uniunea SovieticS in anii ulteriori Revolutiei din Octombrie, stabilirea in Occident, sederea la 
Berlin si apoi langS Paris. Nonconfonnismul fata de autoritStile ante- si post-1917 i-au atras 
ganditorului douS expulzSri la fel de scmnificativc pentru viitoarea lui orientare intelectualS: 
din biserica pravoslavnicS si din statul bolsevic proaspSt infiintat. Atitudinea lui de frondS 
radicala din acea perioadS aminteste de anarhismul lui Bakunin, care denunta pe la 1870 
„falsitatea” tuturor institutiilor ecleziastice si statale europene 10 . TrSgandu-si sevele dintr-o 
experientS biograficS tumultuoasS desfSsuratS pe mai multe planuri, opera lui Berdiaev isi va 
invita incS de la inceput cititorii occidentali la o dublS lecturS, teologicS si politics. Apartenenta 
la o cultura socotitS „mare” si „exoticS”, aura de exilat ii vor asigura mai tanSrului filosof rus 
o notorietate comparabilS cu cea a lui Sestov. 

Sensul creatiei, publicatS in 1927 la Tubingen dupS o primS editie moscovitS (1916), 
lanseazS una dintre temele predilecte de meditatie ale autorului, libertatea, tratata intr-un dublu 
registru, laic si religios. S-a observat de mult indatorarea filosofiei lui Berdiaev fata de 
doctrinele gnostice * 11 . Inca din prefata conceputa in 1914 autorul isi marturiseste, in stilul 
inflacarat si contradictoriu caracteristic si altor mistici rusi, adeziunea la un „dualism radical, 
revolutionar, neimpacat”, care insa ar duce la „monismul ultim al vietii divine, la divinitatea 
omului” 12 . Dualitatea strabate intregul eseu: de o parte, omul ca produs al evolutiei organice, 
prins in „lantul” determinismului natural; de cealalta, omul ca (iinta spirituals transcendents 
planului bio-psihologic, aspirand la divinitatea repliatS in adancul sinelui sSu. E usor de inteles 
care anume dintre cele douS laturi umane este privilegiatS de Berdiaev si de ce aspirS el la 
depSsirea acestui „dualism” cStre „monismul ultim”. Din opozitia „necesitate”-„libertate”, 
termenul secund inseamnS iubirea, creativitatea, adicS urmarea cSii lui Hristos. Si totusi, in 
poll da tematicii crestine abordate in toate capitolele, sursele bibliogralicc mai fructuoase nu 
sunt cele patristice, ci mai degrabS cele din cultura occidentals necanonicS: Jacob Bohme, 
Pascal, Bergson, Gide, Freud. Dar autorul se inrudeste si cu Scheler, Klages, Mounier (care ii 
nominalizeazS, de altfel, pe Sestov si Berdiaev printre inspiratorii personalismului). E unul 


10 Michael Bakunin, God and the State , With a New Introduction and Index of Persons by Paul Avrich, Dover 
Publications, Inc., New York, 1970, p. 78. 

11 v., de pilda, Fabian Linde, The Spirit of Revolt. Nikolai Berdiaev's Existential Gnosticism, Fabian Linde and 
Acta Universitatis Stockholmiensis, Stockholm, 2010, p. 7 et passim. 

12 Nikolai Berdiaev, Sensul creatiei, Traducere de Anca Oroveanu, prefata, cronologie si bibliografie de Andrei 
Plesu, Editura Humanitas, Bucuresti, 1992, p. 35. 
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dintre motivele impactului pe care lucrarea 1-a avut asupra tineretului cosmopolit din toata 
Europa. Berdiaev reformuleaza in limbaj religios problemele care framantau intelectualitatea 
epocii, criticand, de pilda, individualismul si psihologismul inceputului de secol XX in termenii 
supunerii la paradigma „necesitatii” si propunand exercitiul mistic ca drum al „eliberarii” si al 
„reintegrarii cosmice”. Publicistul Mircea Eliade al anilor ’30 s-a inspirat copios din 
reprezentari ca aceasta: 

„Experienta mistica dezvaluie in interiorul omului cosmosul, intreaga imensitate a 
universului. Mistica este profund opusa oricarui individualism inchis, izolat de viata cosmica, 
oricarui psihologism. Cufundarea mistica in sine este intotdeauna o iesire din sine, o patrundere 
dincolo de granite. Orice mistica ne invata ca profunzimea omului este mai mult decat umana, 
ca in ea se ascunde legatura tainica cu ea si lumea. Adevarata iesire din sine, din inchidere si 
izolare, se ascunde inauntrul sinelui propriu, iar nu in exterior, in ceea ce este interior, iar nu in 
ceea ce este exterior. Asa ne invata orice mistica. Omul despre care ne invata psihologia este 
inca omul exterior, nu omul interior. Stihia sufleteasca nu inseamna inca stihie mistica. Omul 
interior este spiritual, nu sufletesc.” 13 

Recunoastem paradoxul „iesirii din sine” prin „coborarea in sine”, unul dintre motivele 
nu doar ale misticii, ci si ale autenticismului european. Si Eliade imagina interioritatea ca pe o 
entitate ale carei straturi superficiale sunt psihologice, dar al carei nucleu ascuns s-ar afla „sub 
umbra lui Dumnezeu” 14 . Orice psihologie conduce obligatoriu la mistica. Accederea omului la 
„ierarhia cosmica” prin autocunoastere (sau „cosmizarea”, cum o va numi Eliade) inseamna 
intrarea in contact cu „fiinta autentica”. Sintagma, la care Berdiaev se va mai intoarce, este in 
originalul rusesc „noflJiHHHoe Obm-ic” si a fost tradusa in germana prin ’’wahrhaft Seiende” 15 , 
epitetul amintind de nietzscheanul Wahrhaftigkeit (aproximativ „veracitate”) si de limbajul 
exaltat al miscarilor de tineret germane de la inceputul secolului ( Jugendbewegung ), asa cum 
se vede fie si numai din relectura proclamatiei de la Hohen-Meipner din 1913 16 . 

Un nou Ev Mediu, redactat in perioada berlineza, tot in ruseste, si publicat in Franta in 
1927, ii aduce autorului o celebritate pe care nu si-ar fi dorit-o, el considerand ca a scris carti 


13 idem, p. 270. 

14 „Profesorul Nae lonescu”, Vremea,, an IX, nr. 463, 15 noiembrie 1936, in Eliade, Profetism romanesc, vol. II, 
Editura Roza Vanturilor, Bucure^ti, 1990, p. 189 (articolul este reluat, ca postfa^a, in Nae lonescu, Roza 
vdnturilor). 

15 Nikolaj Berdiajew, Der Sinn des Schaffens. Versuch einer Rechtfertigung des Menschen , Deutsch von Reinhold 
von Walter, J.C.B. Mohr (Paul Siebeck), Tubingen, 1927, p. 1. 

16 Michael Tyldesley, No Heavenly Delusion? A Comparative Study of Three Communal Movements , Liverpool 
University Press, Liverpool, 2003, p. 13. 
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mai importante. Dar imaginea decadentei civilizatiei post-renascentiste europene „diurne” si a 
salvarii prin patrunderea intr-o noua epoca „noctuma” simili-medievala plina de mistere 
prinde, pe fundalul succeselor de librarie ale literaturii apocaliptice de tip spenglerian. Structura 
dualista formeaza si aici osatura aparenta a cartii: in trena modernitatii s-au dezvoltat 
rationalismul, mecanizarea, individualismul, parlamentarismul, liberalismul, democratia, 
socialismul, care ar intra impreuna intr-o faza de „crepuscul”; „noul Ev Mediu” ar reinvia in 
schimb spiritualitatea, mistica, sentimentul comunitatii in cadrul unei „Eglise du Christ appelee 
a recevoir en elle tout etre authentique”. Transpunerea franceza reda cu (1 deli talc legatura 
vazuta de Berdiaev intre „fiinta autentica” si experienta religioasa („A l’interieur de toutes les 
spheres de creation s’eveille le desir d’une election religieuse, d’une existence authentique et 
d’une transfiguration de la vie” 17 ). Dupa versiunea pariziana, republicata la Librairie Plon in 
1930, va fi intocmita si prima traducere romaneasca a eseului, in 1936, pe cand epitetul 
„autentic” fusese intens popularizat in publicistica „tinerei generatii”. 

Berdiaev este artizanul primei atingeri dintre sfera „autenticitatii” si cea a misticii, de 
notorietate europeana, iar explorarile ulterioare din existentialismul crestin, din personalismul 
mounierist sau din eseistica lui Eliade ii sunt, toate, indatorate. 
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EKPHRASIS-THE ENDEAVOUR OF METEMPSYCHOSIS TOWARDS THE 

UNRAVELING OF THE SOUL 


Steluta Batrinu 

PhD Student, ’’Dunarea de Jos” University of Galati 


Abstract: Defining intertextuality within the generous context of interdisciplinarity and comparative 
literature still raises various interpretations. Without disregarding the sources and influences at the 
ground of literary texts, image is added in order to round off the cultural message. Moving the viewer 
from one space to the next is a generating principle which helps the latter to understand and decipher 
the work of art. In Lady V. by Dumitru Radu Popa, the triad of dream, image and vision is relevant for 
ekphrasis, which firstly appeared in the sophist rhetoric. The description of the painting is not only that 
of a real object, but also that of some dreamt of, imagined or hallucinated paintings. This paper traces 
the narrative techniques, the typology of discourse (argumentative, narrative or descriptive), and the 
narrative mechan ism of verbalizing the visual in this short story. 

This Romani an-American prose underlines the contamination of two different worlds, roamed by Lady 
V, the artist and by the writer himself. Art facilitates the togetherness of people, cultures, and principles, 
whether real or fictional. The theme of the “painter-workshop ”, the identification of the character with 
a work of art, frequent references to famous paintings and visual stereotypes - as is the case of 
Whistler’s painting - present in other literary works (The Picture of Dorian Gray by Oscar Wilde) - 
all pave the way for the synchronisation with the manifestation of ekphrasis. 

Keywords: intertextuality, art, dream, painter-workshop, ekphrasis, . 


Revizuirea manifestarilor literare ale scriitorului romano-american suscita un val de 
consideratii critice, comentandu-1 si orientandu-1 spre polul scriitorilor exilati. Neafiliat 
niciunei grupari literare, atrage de la sine o di field talc de incadrare pe care el insusi o recunoaste 
sub un val persiflant: „Nu eram «optzecist», dar nici total «saptezecist», intr-o perioada in care 
literatura oarecum anemica si subtila, cum era volumul meu, n-ar fi avut prea mari sanse de 
succes «public»” (Popa, 2005:8). 

Volumul Lady V. si romanul Sabrina si alte povestiri reimprospateaza sfera culturala 
romaneasca la nivel tematic, structural sau al limbajului; eticheta de scriitor al exilului se va 
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rasfrange asupra personajelor sale, aflate intr-o etema cautare «a ceva» sau «a cuiva» care sa 
le elibereze de sub jugul experientelor nefericite. Fara a neglija conditia autorului de minoritar 
sau de exilat intr-un spatiu cultural strain asemenea altor scriitori precum A. Makine, A. 
Maalouf, M. Kundera sau chiar Cioran, se observa constant preferinta acestora de a reitera teme 
specifice: cautarea si regasirea identitatii, exilul, memoria, dezradacinarea, dualitatea limba 
matema-limba imprumutata, expresie a noului adaptat. in geografia fictiunii D.R. Popa gaseste, 
pare-se, liantul intre doua lumi antinomice, romana si americana, conducand receptorul la o 
anumita reactie: arta. 

Victima a acestui Qui suis-je? obsedant, Lady V., personaj eponim, imbratiseaza 
conditia de homo viator, calatorind fara bilet de voie in spatii si timpuri diferite, intotdeauna in 
refacerea itinerariului biogralic al pictorului Whistler, si, fireste, in reconstruirea unei istorii 
personale pierdute sau desirate. Cel dintai fragment cu referinta ekphrastica, inserat intr-un text 
narativ, se asociaza digresiunii si face apel la tabloul „Armonie in gri si verde-Miss Cicely 
Alexander” (1873) pe care nu-1 numeste, tradand o perceptie diletantista. Inlantuirea 
elementelor care refac ansamblul pictural se face intr-o nota simplista, superficiala chiar, 
prezentare alterata de imprecizie, de nesesizarea detaliilor evidente si de ezitari. Viziunea 
influenteaza expresivitatea picturii, conditie sine qua non pentru a sensibiliza sufletul 
cititorului. Acest tablou se arata drept o curiozitate, ochiul protagonistei inregistrand global 
mai intai „portretul unei tinere fete”, apoi enumerarea liniilor evidente ale discursului, de sus 
in jos, expunere personala transpusa pe acelasi fundal de gri si maro, animata de „doi fluturi 
ireali si cateva margarete suspendate” (Popa, 2006:11). Expunerea „nu vede” trasaturile fetei 
candide a copilei, personajul descriptor nefiind interesat de propria reactie. Cu toate acestea, 
„lumina” invadatoare calauzeste „privirea” lui Lady V. spre o imagine psihologica 
intensificand o posibila purificare launtrica si, de ce nu, o expresie a inexprimabilului. 
Alunecarea simbolurilor catre imaginea margaretelor al caror alb indica o irealitate visatoare 
trezeste in mintea cititorului diverse interpretari. Lady V. cauta o stare interioara de echilibru, 
floarea Hind simbolul dragostei si al armoniei, al inocentei indeobste. Plini de gratie, redare a 
imponderabilitatii si a instabilitatii (Chevalier, 1994:254), cei doi fluturi figureaza fericirea 
conjugala, o armonie refuzata de cotidian sub forma celor patru casnicii ratate, dar acceptata 
de imaginatie. 

Asemanarea frapanta este sesizata si de naratorul necreditabil care descrie in detaliu, 
„figura fetei pictate”: „buzele camoase, un nas foarte conturat, cu nari senzuale, ochii mari, 
negri si putin departati, sub sprancene intens arcuite si o frunte voluntara cu totul pamanteana” 
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(Popa, 2006:12). Ultimul pas in „citirea” imaginii vizeaza o individualizare prin citirea titlului 
tabloului: „Whistler (James McNeill): Harmony in Gray and Green. Miss Cicely Alexander 
(1872)”. Dezvelirea identitatii picturii e predecesata de inregistrarea reactiei lui Lady V. „care 
nu-si putu stapani rasul”. Penultima referinta a imaginii cu Miss Cicely evoca reactia 
personajului nu in fata portretului, ci a starilor pe care le trezeste in interior conducand-o spre 
„un taram luminos, plin de culoare si annonie”, asa cum remarca si Dana Pirvan-Jenaru in 
articolul Existenta ca amnezie sau neintelegere (Pirvan-Jenaru, 2008). 

Ultima referinta asociaza tabloul cu un spatiu care linisteste personajul: „Lady V. nici 
nu vazuse un portret acolo, ci mai degraba o incapere dominata de nuante si poate de arome fin 
amestecate, greu perceptibile” (Popa, 2006:13). Interactiunea cu aceasta forma artistica in care 
se pastreaza similitudini cu subiectul real, noteaza o functie imediata de reprezentare, portretul 
creand imaginea istorica a cuiva sau imortalizarea aducerii-aminte. Gratie acestei stratageme 
se deschide culoarul unui timp spatializat invitand eroina sa se priveasca pe sine in tabloul- 
oglinda, redescoperindu-se, asemenea actantei pictorului polonez Wladyslaw Czackorski in 
„The Letter” (1896) sau aidoma Ioanei Olaru din Refugii de Augustin Buzura. De ce nu,o 
suprafa(a de reflexie, care ajuta la descoperirea adevarului. Descrierea ekphrastica pastreaza 
compozi(ia picturala, constituindu-se intr-o fisa tehnica a tabloului, inregistrandu-se mai intai 
detalii simple legate de decor apoi privirea se indreapta asupra tabloului: „...Lady V. se 
intorcea adesea in sufrageria lui Leyland, intrase de cateva ori in tablou §i singurul fior adevarat 
i-1 produsese nu imbracamintea somptuoasa, ci expresia vaga a frun|ii §i a ochilor” (Popa, 
2006:36). 

Studiile lui Jean Michel Adam despre teoriile descriptive ale secolului al XX-lea apar 
clar enumerate de Cristina Saracut in volumul Ekphrasis. De la discursul critic la experimentul 
literar, lucrare prefatata de Alexandra Vranceanu. Asadar, o descriere e stratificata pe patru 
nivele: „ancorarea secventei descriptive in jurul unui titlu-tema care reprezinta un prim element 
de ordine, atomizarea (decuparea) pasajului descriptiv in fragmente, relationarea (mise en 
relation) a elementelor odata delimitate in functie de numar, forma, proportie si pozitie spatiala, 
subtemizarea (sous-thematisation) care face din fiecare element un posibil punct de plecare 
pentru o alta descriere (Saracut, 2015:40). De asemenea, C. Saracut conchide subliniind 
caracterul inductor al descrierii pe taramul ekphrazei prin „titlul tabloului descris sau numele 
autorului constituie centrul de ancorare al ekphrazei, nivelul atomizarii sustine decupajul 
fragmentului ekphrastic , relationarea elementelor plastice presupune sesizarea fonnei, 
numarului, proportiei, pozitiei in spatiul plastic” (Saracut, 2015:41). 
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Slabiciunea autorului pentru universul oniric decentreaza cititorul dinspre o lume 
coerenta inspre una a absurdului, a halucinatiei, a fanteziei, invaluind-o „intr-un abur de 
irealitate”: „Cu toate acestea, linistea ireala pe care aparitia ei o raspandea, perfecta stapanire 
a bunelor maniere si aerul senin, detasat de orice, ar fi putut, cred eu, insemna o victorie in 
sine” (Popa, 2006:8). Partea a doua introduce ca fir al intrigii calatoria doamnei V. intre cele 
patru orase in care a pictat Whistler, innodand secvente dispersate pentru refacerea intregului: 
„Cele patru orase in care Lady V. fusese maritata, Londra, Paris, Glasgow si New York, 
imparteau toate trasatura de a se mandri cu colectii excelente de pictura. Dincolo de aceasta, 
aveau multe tablouri de Whistler, iar Whistler locuise si pictase in fiecare dintre ele” (Popa, 
2006:10). Deloc intamplator aceasta opera deschide volumul, deoarece autorul , asemenea 
protagonistei, va reface o harta izobata care sa-1 conduca spre...acasa. Incipitul ex-abrupto 
surprinde cititorul prin subiectivitatea naratorului necreditabil §i prin dovada de indiscrete de 
a fi rascolit trecutul protagonistei, o insa pedanta §i rafinata: “A§a, incat, dupa patru-atat de 
tumultoasel-casatorii, Doamna V. Reu§ise sa scape cu virginitatea intacta, §i, Doamne!, oricine 
a puut constata ca asta nu s-a intamplat din voia ei” (Popa, 2006:7). Dincolo de paravanul 
oniric, tusele de real subzista prin biografia oficiala a pictorului, existen(a obiectelor 
men(ionate in orasclc vizitate de Lady V., jumalul si insertiile epistolare: „Arta si in 
consccvcnta via(a in sine au de fapt prea pu(in de-a face cu lumea si gustul comun. Prefer sa- 
mi numesc panzele compozipi de culoare sau armonii de nuance, mai degraba decat portrete 
sau peisaje, cu tot riscul ca armonia sa ilustreze, in profunzime, tragedia imensa a nein(elegerii 
si incompatibilitapi. Cel pu(in, dezastrul acesta, cat este, va vorbi despre o intalnire autentica, 
nemediata de compromisuri §i mode!” (Popa, 2006:22). 

Ignorarea termenilor din aria semantica a artei impiedica posibilitatea de explorare a 
textului (pinacoteca, Whistler, pictor), iar recurenta verbului a privi atrage o contemplate a 
microcosmosului in care vietuieste Lady V.: „...in aceasta miscare incetinita, totul se va 
suspenda undeva, in irealitate, in acea irealitate care bantuia din cand in cand si ale carei 
amenintari ii produceau intotdeauna un fel de lesin suav si nevinovat” (Popa, 2006:23). 
Trecerea dinspre realitate inspre irealitate se face lento, lesinul devenind o punte de trecere spre 
alta ipostaza, fie o incetare a existentei. Cel dintai impact vizual pe care Lady V. il are cu primul 
tablou ii provoaca „o usoara ameteala” care ii starneste/trezeste curiozitatea privindu-1 „foarte 
incet” si cu ochii inchisi. in ciuda aparentei simplitati, lesinul impumuta tot o forma de reverie, 
o alternative pentru realitatea cotidiana pe care Lady V. o subapreciaza: „visul este cel mai bun 
agent de informare privind starea psihica a celui care viseaza [...] el este pentru cel care viseaza 
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o imagine asupra lui insusi adesea nebSnuitS, un revelator al eului si al sinelui” (Chevalier, 
1994:457). Tabloul devine obiectul contemplapci repetate, func(ionand ca un liant biografic in 
via(a ei. Opera este impanzitS de nenumSrate referin(e ekphrastice si de descrieri ekphrastice 
care au drept subiect un obiect de arts a lui Whistler. Deseori actanpi opcrapci ekphrastice, 
descriptorul §i descriptarul, fac trimitere la acccasi persoanS care se pierde in arta contemplSrii, 
Lady V. ActivitSplc sale se vor imparti intre a rememora si a invS|a (SSrScut, 2015:69). 

Inainte de a intra in dedesubturile operei, cititorul este intampinat deja cu trimiteri 
directe la Portretul lui Dorian Gray al lui Oscar Wilde, roman ce reverbereazS incS in memoria 
criticilor: „CiudatS uimire, noteazS Lady V., pentru unul care isi uluise contemporanii in atatea 
randuri prin excentricitStile si purtSrile iesite din orice norma si, mai ales, scrisese Portretul lui 
Dorian Gray...” (Popa, 2006:22). Traditia discursului care descrie opera de arta se manifests in 
Lady V. a lui D. R.popa drept un dialog intre literatura si pictura (preluat din antichitatea 
elenistS, Evul Mediu, Renastere), sistem narativ ce verbalizeazS vizualul. Intr-o manierS 
originala si indrazneatS autorul rede (incite teorii anterioare avand drept instrument 
intertextualitatea, o citire ekphrasticS, interpretativS ce atenueazS sau eliminS pragul dintre arte. 
AceastS recontextualizare, pregStitS de Camil Petrescu in asemSnarea Ellei cu o madonS sau a 
Emiliei cu La Goulue a lui Lautrec, trimite cStre o coborare fascinantS in pliurile domeniului. 

Subiectul operei poate fi comprimat, intr-o economic de cuvinte, la istoria personals a 
unei femei rafinate, pasionatS de pictura lui Whistler, pictor de origine americanS. „Fin 
arhitect” (Diaconu, 2004), D.R. Popa se construieste pe sine in tumultul unei realitSti 
ambivalente. Proza scurtS, Lady V., abundS in referinte picturale, unele constau in citare (Art 
and Money: or, The Story of the Room), altele in descrierea ekphrasticS a tablourilor. Literatura 
si pictura diferS la nivelul expresiei, iar D. R. Popa stabileste un traiect al infiintSrii dialogului, 
preocupat sS explice modul interferSrii limbajului verbal si cel plastic. Raportul dintre picturS 
si literaturS/cuvant si imagine orienteazS spre perspectiva lui Lessing, axatS pe diastaza intre 
cele douS arte, simultaneitate si succesiune, o clasificare dihotomicS ce a deschis ulterior piste 
de receptare si interpretare. Suprapunandu-se combinandu-si fonnele, dialogul dintre textul 
literar si pictura pe care o evocS/invocS atinge odatS cu prefirarea temporals diverse aspecte, 
orizont de pregStire pentru ekphrasis. Cu scopul vSdit de a preveni confuzia cu un alt discurs, 
Dan Grigorescu prezintS o definitic transparentS „ekphrasisul e reprezentarea verbals a unei 
reprezentSri vizuale” (Grigorescu, 2001:9), excluzand „comentariul literar privind un text 
literar” (Grigorescu, 2001:14), accentuand ideea cS o operS de arts evocatS se cuvine sS 
infStiseze „la randu-i, cu mijloacele artei vizuale, o imagine in care privitorul sS recunoascS un 
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subiect: o poveste, un portret, un peisaj”. Convertirea semnului plastic in cel literar in universul 
ospitalier al unei proze este specified postmodernismului, iar opera lui D. R. Popa nu i se 
sustrage, solicitand un cititor activ, participand la scenariul epic ale carui extrapolari culturale 
curente sa nu-1 surprinda; interdisciplinaritatea si receptarea operelor cu inserari ekphrastice 
impun o lectura atenta, riguroasa chiar. 

Limbajul verbal §i cel plastic se intrepatrund adesea, cu specificarea insa ca a descrie 
un obiect care nu are funcpc de reprezentare nu se confunda cu ekphrasisul. Studiile dedicate 
similitudinilor dintre literatura si arta vizuala sunt nenumarate in literatura romana, cel mai slab 
reprezentata ramanand cea a ekphrasticii. Ramanand pe acela§i teren al scnsibilitapi, e necesar 
a se mcntiona ca(iva termeni ce completeaza acest cadru: reprezentare, pictorialism, iconicitate, 
iconologie, verbal/vizual, imagine/cuvant, intermedialitate, intrucat nu se exclud reciproc cu 
mcnpunca ca ekphrasis „se deosebe§te atat de picturalitate, cat §i de iconicitate, pentru ca el 
reprezinta reprezentarea insasi” (Grigorescu, 2001:21). Pentru completarea definitiilor Page du 
Bois (Saracut, 2015:28) pastreaza ideea ca ekphrasisul e o transcriere verbala a unei opere de 
arta; ekphraza indeplinind trei functii: citatul (fragmentele pot fi transferabile), pauza (descriere 
scutului deviaza atcntia cititorului de la subiectul razboiului), sinecdoca (descrierea scutului e 
o parte a intregului, a operei de arta). 

in alegerea unor texte suport, texte care rasar prin non-conformismul ideatic, structural 
si rcvoluponar, e indicat a se urmari trei criterii: unul fonnal (apartenerpa la un anumit gen 
literar si alegerea unei arte vizuale, de regula pictura), unul referential (selectarea unor opere 
ce evoca tablouri cu rcfcrinta reala sau imaginara), si temporal (grupare diacronica a textelor 
selectate). Nu intamplator Virginia Woolf strecoara in romanul cu putemic iz ekphrastic 
urmatoarea convingere personala: „painting and writing.. .have much in common. The novelist 
after all wants to make us see...” (Banea, 2015). Perioadele premoderna, modema si 
postmoderna trateaza ipostazele diverse ale ekphrasticii: ekphrasis propriu-zis (cu refrent real, 
o serie de tablouri de-ale lui Vermeer, ca in romanul lui Tracy Chevalier-Fata cu cercel de 
perla), notional §i revers si variantele inedite-ekphrasis cumulativ (descrierea lucrarilor in 
progres), ekphrasis palimpsest (tablou jumal, tablou oglinda, proiccpc a constiintci), lan(uri 
elphrastice. 

Frecvente referiri la istoria artei, raspandirea tehnicilor de reproductibilitate tehnica a 
oprelor de arta, receptarea acestor doua forme de expresie, verbal si vizual sunt impletite in 
mod constant. Motivul pensulelor multiple, rcpcti(ia cuvintelor ce configureaza campul 
semantic al artei, al picturii este obsesiva, aratand o cunoasterc temeinica a acestui domeniu §i 
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clorinta de a-1 familiariza pe cititor cu acest spafiu: „Si nu erau, oare, deja acolo ace§ti arti§ti? 
Si Manet, §i Degas, §i Pissarro, Monet si Caillebotte, top angajap in ireconciliabilul conflict 
dintre academismul intransigent §i mortificator promovat de Ecole Des Beaux-Arts si diversele 
Saloane ale ideilor radicale exprimate de Courbet, mai tarziu de Manet si de impresioni§ti?” 
(Popa, 2006:47). Cateva trimiteri literare asezoneaza cu cea a lui D.R. Popa. Marcel Proust 
prefera tema asocierii femeii cu un tablou si regasirea idcntitapi cand Swann o vede frumoasa 
pe Odette dupa ce constata trasaturile fizice comune cu un personaj pictat de Botticelli, viziune 
regasita si la D.R. Popa in opera Alegerea in care personajul Amy e asemanat cu Primavara 
aceluia§i Botticelli. Aceste rcfcrintc ekphrastice propun o narapune secundara (subiectul 
tabloului amintit), dar si de informapi legate de simbolistica personajelor . Privitul unei opere 
de arta genereaza imagini mentale, necesare infelegerii §i decriptarii acesteia, ajungand la ideea 
de frumos. Transflgurarea realitapi prin asocierea cu o reprezentare funcponcaza in ekphrasis, 
procedeu pe care il prefera §i D. R. Popa pentru a reface, macar in scriitura, frumusctca unor 
lumi distincte. Acest pluriperspectism large§te aria receptarii unei opere de arta, creand totodata 
un context dialogic intre descriptor si descriptar. Cristina Saracut numeric acest tip de descriere 
„descriere ekphrastica reflexiva” (Saracut, 2015:96). 

Se poate aduce in discupc un topos ekphrastic, descoperindu-i utilitatea, deoarece 
personajul prozatorului traie§te prin intermediulul logosului purificator arta-literatura deoarece 
aceasta conviefuie§te cu lumea pictorului si prin crcapilc acestuia. Nu intamplator, Lady V. 
gascstc asemanari izbitoare cu toate personaj ele feminine din tablouri, personaj e cu care se 
identified, dat fund ca ea se afla intr-o continua cautare de refacere a istoriei personale. 
Naratorul insusi pare ca certified aceste uimitoare corcspondentc fizice printr-un argument clar: 
„Toate acestea se potriveau, intr-adevar, cu aerul Doamnei V” (Popa, 2006:26). Notele 
subiective ale naratorului scapa pe alocuri, aratand ca Lady V. face corp comun cu cele pictate, 
lucru care, de altfel, i se intampla freevent, fara a perturba insa catu§i de pupn armonia 
interioara: „Avu senzapa vaga si lini§titoare-cum i se va mai intampla, de altfel, foarte des, ca 
putea sa paseased firesc, cu cea mai mica u§urin(a, in tablou, fara ca asta sa strice nimic din 
armonia picturii,...se si mica deopotriva privitorul si cel privit in tablou. Era ca un fel de 
suspendare, a carei durata §i intensitate nu le putea niciodata banui” (Popa, 2006:13). Asadar, 
ea intra si iese din tablouri revitalizand lumea din interiorul picturii, dar §i pe a ei inse§i, aflata 
intr-o continua preocupare de deslu§ire a trecutului personal pe care il nuantcaza ori de cate ori 
flltreza cu universul privilegiat §i sensibil al artei: „Arta §i in consccinta viafa in sine au de fapt 
prea pufin de-a face cu lumea §i gustul comun”. 
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Raportul de complementaritate dintre imagine si textul literar sesizeaza o complexitate 
renascuta dintr-o valoare estetica si una etica, fonnand totusi un corpus comun prin prisma 
sensibilitatii artei. Concluzia vine in aceeasi nota ca si intreg demersul, invitand la citirea si 
(re)descoperirea textelor, ekphrasis-ul continuand sa fie o provocare pentru lumea vizuala, 
trasand si alte repere ce ar putea reprezenta puntea unor cercetari viitoare sau scrierea unor 
opere ekphrastice in contemporaneitate. 

RO: „Aceasta lucrare a beneficiat de suport financiar prin proiectul “Excelenta 
interdisciplinary in cercetarea stiintifica doctorala din Romania - EXCELLENTIA” cofinantat 
din Fondul Social European, prin Programul Operational Sectorial DezvoltareaResurselor 
Umane 2007-2013, contract nr. POSDRU/187/1.5/S/155425.” 

EN: "This work was supported by the project " Interdisciplinary excellence in doctoral 
scientific research in Romania - EXCELLENTIA" co-funded from the European Social Fund through 
the Development of Human Resources Operational Programme 2007-2013, contract no. 
POSDRU/187/1.5/S/155425." 
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THE FEMALE LITERATURE OF MIGRATION IN LINGUA MADRE. 
RACCONTIDI DONNE STRANIERE 


Ana Maria Tomaziu (Tomaziu-Patrascu) 
PhD Student, ”A1. loan Cuza” University of Iasi 


Abstract: Lately, the female literature of migration begins to become more and more a reality in hand 
of literary and non-literary criticism, alongside with the male one. As such, the aim of this paper is to 
bring into focus the componen t of the migration literature produced by women writers, immigran ts in 
Italy. In this respect, the material proposed for this study is constituted by the volumes of the “Lingua 
madre ” contest, initiated by the authoress Daniela Finocchi. As an international project, it addresses 
to all foreign women, mainly to those coming from (patriarchal) countries beyond Europe, who live in 
Italy and write in Italian. 

Keywords: migrant writing, female literature of migration, another language, plurality, intercultural 
projects 

Solo quando leggiamo siamo completamente disponibili e aperti ad accettare I’altrui diversita, quella 
terribile differenza da noi, altrimenti cost minacciosa. (Ambra Pirri) 


Prczcnta unei literaturi interculturale §i multiculturale in Italia incepe sa devina din ce 
in ce mai mult o realitate, captand atcnpa criticii literare si nonliterare, numarul textelor, de§i 
neomogene prin apartcnerqa §i valoare literara, inregistrand o continua cre§tere. Fiind aproape 
imposibila o anumita incadrare a productiilor literare intr-o singura definite, atcnpa criticilor 
se indreapta spre ceea ce Franca Sinopoli numea „poetica della migranza” (poetica migratiei). 
In opinia sa, aceasta sintagma orienteaza critica spre traducerile interculturale §i 
interlingvistice, axate in jurul temei principale - identitatea, cu toate sensurile ei. Privit din 
aceasta perspective, textul devine rezultatul unei crize cxistcnpale provocate de lipsa de 
apartcnerqa sau de dubla apartcncnta la un spa^iu. Aceasta confuzie identitara poate capata o 
dubla scmnificape: poate II motivul care sta la baza scrierii textului, sau poate fi chiar „il suo 
prodotto, qualora proviamo a leggere il testo come un laboratorio di trasformazione 
dell’identita monoculturale in un’identita interculturale, la quale traduce e mette in gioco due 
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o piu culture diverse tra loro.” 1 Contextul este unul traumatic, iar limbajul necesar exprimSrii 
lui este inexistent, de vreme ce lipsesc referin(ele la un univers familiar. Pierderea oricarui 
punct de referin(S influent.cazS lumea imaginarS a subiectului migrant in asemenea mSsurS, 
incat il detenninS sS inventeze noi limbaje pentru a reprezenta realitatea din jurul sSu. in acest 
sens, literaturii de migrate italofone ii revine sarcina de a prelucra lumi pierdute si inexistente, 
intr-o limbS „de imprumut”, care este limba italiana. 

Prczcnta femininS este o components caracteristica a literaturii migrante, care, inca de 
la inceput, este caracterizata printr-o uria§a prczcnta a scriitoarelor. Printre cele mai 
scmnificativc (iguri care au debutat, se remarcS Nassera Chohra, cu volumul Volevo diventare 
bianca (1993), Fernanda Farias de Albuquerque, cu Princesa (1997), §i peruviana Gladys 
Basagoitia Dazza, cu cartea Curve, angolazioni, triangoli: Vinfinito amove (1986). Astazi, 
autoarele reprezinta aproape jumState din producpa totals de literatura migrants. 

Armando Gnisci 2 este de pSrere cS introducerea componentei feminine in literatura de 
migrate reprezintS un element de noutate §i cS, dcsi au venit mai tarziu in comparable cu 
bSrbapi, femeile au rcusit sS compenseze acest decalaj prin saltul spectaculos pe care 1-au fScut 
in ultimul timp, constituind aproape jumState din numSrul scriitorilor migrant): 

Ci sono moltissimi scrittori e moltissime scrittrici: le donne sono il 43%, quasi la parita. 
Cosa straordinaria se si pensa che una parita maschio-donna non c’e mai stata nelle letterature, 
anche le cosiddette “piu evolute” dell’Occidente del ’90. [...] E una novita assoluta perche la 
condizione del migrante e una condizione del disagio, all’intemo del disagio della migrazione 
c’e il disagio in piu dell’essere donna, una posizione piu debole. Il fatto che le donne scrivano 
tanto quanto i maschi, e una assoluta novita perche nella societa italiana le donne in questi 20 
anni non hanno scritto tanto quanto i maschi. Il rapporto e sempre quello del secondo ’900 dal 
Secondo dopoguerra. Sono loro che hanno fatto un salto incredibile ma fin dall’inizio, certo i 


1 Franca Sinopoli, „Migrazione/Letteratura: due proposte d’indagine critica”, F. Argento - P. Cazzola (a cura di), 
Culture della migrazione. Scrittori, poeti e artisti, Cies, Ferrara 2003, pp. 15 - 24; „Produsul lor, in cazul in care 
vom incerca sa citim textul ca un laborator de transformaree a identitatii monoculturale in identitate interculturala, 
ceea ce se traduce si pune in joc doua sau mai multe culturi diferite intre ele.” (trad, noastra). 

2 Armando Gnisci a fost primul specialist care, in 1991, a semnalat naqerea unei Literaturi Italiene de Mi grade §i de 
Mondializare (LIMM) cu opera II rovescio del gioco, aparuta in 1992. Din acel moment a urmarit indeaproape proiectul 
LIMM, editand §i publicand card care trateaza acela§i argument. Fondeaza Banca de Date BASIL1 (1997) in cadrul 
Departamentului de Italiana de la Universitatea „Sapienza” din Roma §i al Revistei Kuma. Creolizzare I'Europa (2001), 
reluata apoi in 2012, in Rivista dell'Arte. (traducerea noastra) <https://it.wikipedia.org/wiki/Armando_Gnisci>. 
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primi 3 scrittori sono tutti maschi, africani, che hanno pubblicato in Italia nel ’90 e ’91, ma 
subito dopo sono arrivate le donne, e non soltanto africane. 3 

Despre prezen|a femeilor in randul scriitorilor migrant vorbcstc si Alessandra Bruno, 
in Percorsi nella letteratura migrante VI 4 , comentand cele afirmate de autoarea Daniela 
Golfetto in legatura cu literatura produsa de femei. Daniela Golfetto este de parere ca numarul 
foarte mare de femei migrante in literatura se bazeaza pe un fundament istoric, prin aceea ca 
ele au fost primele care au emigrat in Italia, in acela§i timp, are §i un fundament psihologic, 
daca ne gandim ca aceste prczcrgc feminine provin, majoritatea, din ^ari cu o tradific 
patriarhala, care le impunea anumite rcstricpi legate de libertatea de exprimare sau de mi scare. 
Odata ce aceste femei au infruntat calatoria, deplasandu-se dintr-un loc in altul, ele au avut, in 
sfarsit, acea libertatea care pana atunci nu le era consfintita. Se na§te, in acest fel, o literatura 
specified, dominata de voci feminine, destine singulare sau colective, antrenate de cxperienta 
individuals a instrainarii. Experien|a traumatica a emigrarii le-a transformat pe acestea dintr-o 
parte pasiva intr-una activa, asumandu-§i noi roluri, noi stiluri de viat,a, o noua identitate 5 , 
pentru ca femeile, chiar si in timpul calatoriei, „continuano a rivelarsi «l’anello forte» delle 
diverse culture e tra mondi lontani” 6 , demonstrandu-se „capaci di cogliere gli elementi 
dinamici di altri mondi culturali e il loro forte potenziale espressivo.” 7 Conform celor afirmate 
de Daniela Finocchi, in dosarul „Immigrazionc (Caritas/Migrantes)”, femeile reprezinta „il 
motore della trasformazione” (motorul transformarii), pentru ca nimic nu a schimbat atat de 
mult societatea italiana, in ultimii treizeci de ani de imigratic, cum a reu§it sa schimbe prczcnta 
femeilor imigrante in ultimul timp. 


3 Alessandra Bruno, op. cit. „Sunt foarte multi scriitori si foarte multe scriitoare: femeile sunt in raport de 43%, aproape 
la egalitate. Un lucru extraordinar, daca ne gandim ca o egalitate barbat-femeie nu a existat niciodata in literaturi, chiar 
si in asa-zisele „mai evoluate” ale Occidentlui din ‘90. [...] Este o noutate absoluta, pentru ca presupune conditia de 
suferinta a migrantului, iar in interiorul migratiei exista o suferinta in plus in a ft femeie, o pozitie vulnerabila. Faptul 
ca femeile scriu la fel de mult ca barbatii este o noutate absoluta, pentru ca, in societatea italiana, femeile, in acesti 20 
de ani, nu au scris la fel de mult ca barbatii. Raportul este acelasi de la jumatatea lui ‘900, dupa cel de A1 Doilea Razboi. 
Ele sunt cele care au facut un salt incredibil, inca de la inceput; sigur ca prirnii trei scriitori au fost toti barbati africani, 
cei care au publicat in Italia in ’90 si’ 91, dar femeile i-au urmat imediat, si nu doar cele africane.” (traducerea noastra). 

4 Alessandra Bruno, „Percorsi nella letteratura migrante VI”, Lingua Nostra, e Oltre, Anno 3, Numero 3 - 69. 
< http://www.maldura.unipd.it/masters/italianoL2/Lingua nostra e oltre/LNQ3 261uglio2010/Gofetto 69 71,pdf .>. 

5 Cf. Daniela Golfetto, op. cit. (traducerea noastra). 

6 Idem, „Continua sa-f-ii releve veriga puternica intre culturi diferite §i lumi indepartate” (traducerea noastra). 

7 Idem, „capabile de a culege elementele dinamice ale altor lumi culturale §i poten(ialul lor puternic expresiv” 
(traducerea noastra). 
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Cu toate acestea, motivul numarului mare de femei in randul scriitorilor migrant are 
legatura cu industria culturala, in sensul ca apartine producpci a§a-zise irregolare, avand o 
distribute limitata, rezervata doar unui segment restrans de cititori. 

La produzione femminile appartiene infatti a quella che Gnisci e la Sinopoli chiamano 
la ‘faza carstica’, ossia irregolare e parzialmente sommersa della letteratura migrante: i libri 
hanno una distribuzione limitata, o comunque riservata ad un piccolo nucleo di interessati o di 
addetti ai lavori, sono tagliati fuori dal mercato editoriale e dai suoi rapporti di potere; ecco che 
la liberta dal mercato editoriale e dalle sue costrizioni economiche, che da sempre 
avvantaggiano il genere maschile, lascia piu spazio al ruolo delle donne, rispetto alia 
produzione letteraria regolare. 8 

Referitor la acest fapt, Daniele Comberiati 9 , in Scrivere nella lingua dell’altro (2010), 
era de parere ca ,,1’edizione avviene di frequente solo per la volonta dell’autore e non risponde 
ad esigenze economiche” 10 , fiind vorba, de fapt, despre „testi paraleli al mercato editoriale 
istituzionale, di scarso interesse letterario se analizzate singolarmente, ma rilevanti per l’entita 
complessiva del fenomeno.” 11 

Daca vorbim despre proven ierpa autoarelor imigrante, putem afinna ca unele dintre 
acestea sunt scriitoare provenite din Europa de Est care au inceput sa publice in italiana in a 
doua jumatate a anilor ’90. O parte dintre ele au ajuns in Italia, in cursul acestui deceniu, odata 
cu fluxul migratoriu care a urmat caderii dictaturii, a§a cum s-a intamplat, de exemplu, cu 
femeile din Romania. Literatura critica pe tema imigrapei, produsa de scriitoare de diverse 
naponalitap in limba italiana, este astazi foarte bogata, fenomenul scriiturii feminine in aceasta 
di rectic prezentand o amplitudine surprinzatoare in ultimii ani. Dintre fostele (arile comuniste, 
Romania ocupa un loc important, deoarece, asa cum s-a constatat, productia literara a 


8 Daniela Golfetto, „Scrittura migrante, scrittura creativa”, Lingua Nostra, e Oltre Anno 3, Numero 3 < 
7 lhttp://www.maldura.unipd.it/masters/italianoL2/Lingua_nostra_e_oltre/LNO3_261uglio2010/Gofetto_69_71.pdf>, 
..Productia feminina line, de fapt, de ceea ce Gnisci numepe «fase carsica», sau neregulata p parpal introdusa in 
literatura migranta: cartile au o distribute limitata sau, oricum, rezervata unui mic nucleu de interesap sau de angajap 
care lucreaza, sunt scoase in afara pictci editoriale p in afara raporturilor sale de putere; iata ca libertatea pictci 
editoriale §i a constrangerilor sale economice, care ofera mereu avantaje genului masculin, lasa mai mult spatiu rolului 
femeii, fafa de product a literara obisnuita.” (traducerea noastra). 

9 Daniele Comberiati s-a nascut la Roma, in anul 1979, traind apoi in Franca §i Belgia. Dupa absolvirea Universitapi 
din „Roma Tre”, a urmat Studiile doctorale la Universitatea „Libre di Bruxelles” cu o teza despre literatura italiana a 
migrapei. 

10 Daniele Comberiati, Scrivere nella lingua dell’altro. La letteratura degli immigrati in Italia (1989 -2007), Editions 
scientifiques internationales, Bruxelles, 2010, p. 10. „De cele mai multe ori, edipile apar din vointa autorului p nu 
raspund exigentelor economice.” (traducerea noastra). 

11 Idem. Texte paralele pe pia(a editoriala instituponala, de interes literar scazut, daca ar ft analizate singular, insa 
relevante pentru entitatea acestui fenomen (traducerea noastra). 
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autoarelor romance s-a demonstrat dinamica, in special pentru formele de povestire si roman. 
Desi producible care privesc romanul nu au fost publicate sub egida unor edituri prestigioase 
la nivel national, contribupa acestora, ca realitate a genului in literatura de imigrapc italiana, 
este de un real interes. 

Printre primele scriitoarele de origine romana, Daniela Golfetto o mentioncaza pe 
Ingrid Beatrice Coman, emigrata in Italia la varsta de 23 de ani, cu romanul La citta dei tulipani 
(■Orasul trandafirilor, 2005). O alta voce feminina pe care o trece in revista Daniela Golfetto, 
de data aceasta autobiografica, este cea a scriitoarei Valeria Mocana§u, originara din Moldova 
(Romania) §i care traicstc in Torino din anul 2000. Romanul sau putemic autobiografic II 
sapore della mia terra (2006) vorbcstc despre dragostea autoarei pentru pamantul (arii, fiind o 
incursiune in trecutul copilariei sale, petrecut la (ara, moment in care sunt reconstruite 
meticulos scenarii, personaje, ritmuri de via(a, toate apartinand unei lumi rurale de dupa 
caderea comunismului. In legatura cu acest lucru, insap scriitoarea declara intr-un interviu: 
„Anche se autobiografico, il mio libro descrive la vita di tante persone perche non puoi valutare 
te stesso senza paragonarti agli altri.” 12 

In ace Iasi timp, autoarea marturiseste si care sunt motivele care au stat la baza scrierilor 

sale: 


II bisogno di scrivere e nato dal disagio di sentirmi diversa. Tutti i miei pensieri avevano 
una forma astratta fino a quando, imparando a scrivere li vestivo di parole e radunavo con loro 
la poesia che cresceva dentro di me... Non e stato difficile perche dentro di me c’ era ancora 
quel vulcano d’amore che aspettava pronto a sorgere in parole. 13 


Mai tarziu va aparea §i primul roman al altei scriitoare de origine romana, Irina Jurcanu, 
Alia, su un sentiero divers, publicat la Torino, de catre Editura Seneca, in anul 2008. Romanul 
nareaza povestea unei tinere fete plecata din Romania si ajunsa in Italia pentru a munci. 
intalnirea cu marea iubire a vic(ii sale, zbaterile continue, intre incredere si neincredere, intre 


12 Daniela Golfetto, „Scrittura migrante, scrittura creativa” in Lingua Nostra, e Oltre Anno 3, Numero 3< - 
7 lhttp://www.maldura.unipd.it/masters/italianoL2/Lingua_nostra_e_oltre/LNO3_261uglio2010/Gofetto_69_71.pdf>. 
„Cu toate ca este autobiografica, aceasta carte descrie viata multor persoane, pentru ca nu te poti evalua fara sa te 
compari cu alpi.” (traducerea noastra). 

13 Valeria Mocanasu, op. cit. Nevoia de a scrie este nascuta din neplacerea de a ma simti diferita. Toate gandurile mele 
aveau o forma abstracts pana cand, invatand sa scriu, le-am imbracat in cuvinte §i am adunat in ele poezia care crestea 
inauntrul meu... Nu a fost greu, pentru ca inauntrul meu exista inca acel vulcan de dragoste care a^tepta pregatit sa 
izvorasca in cuvinte (traducerea noastra). 
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iluzie §i spcranta, constituie ocazia autoarei de a insera in narapunc istoria unei familii 
romane§ti, impreuna cu obiceiurile, traditiile §i ritualurile ei. 

Scrisul feminin se difcrcnpaza de cel masculin, prin tematica abordata, dar si din punct 
de vedere stilistic si creativ. Vocea feminina este considerate ca fiind „ il lato piu interessante 
e maturo della letteratura migrante” (latura cea mai interesanta §i matura a literaturii 
migrante). 14 Scriitoarele se disting de colegii lor barbap prin nivelul inalt de studii (multe au 
studii universitare, absolvite in Italia sau in propria tara), o buna cunoa§tere a limbii italiene, 
pe care §i-au insu§it-o fara prea multa dificultate (pentru scriitoarele din prima generapc). 
Pentru cele de a doua generate, limba italiana reprezinta deja cea de-a doua limba matema, 
alaturi de limba parinplor, cea pe care o vorbesc in familie. Daniela Golfetto considera ca 
femeile scriitoare sunt inzestrate cu o serie de cal itap care le individualizeaza din punct de 
vedere literar: 

Possiedono anche una grande maturita di stile: si esibiscono con giochi di parole, 
neologismi arguti, costruzioni sintattiche complesse ed errori voluti per dare un effetto comico; 
anche le loro tematiche sono innovative: si allontanano dai temi classici della nostalgia e del 
rimpianto della patria perduta, ed esprimono attraverso la scrittura la necessita di costruirsi una 
nuova realta, la consapevolezza e la complessita dell’essere donna, scrittrice e immigrata in 
Italia, con un certo intento critico ma ironico verso la societa italiana. Queste scrittrici sono 
comunque eterogenee e non possiamo accomunarle, ne per intend, ne per stile, ne per 
provenienza ad un unico movimento: vi sono autrici di prima e di seconda generazione, 
provenienti dalle ex- colonie e casi singoli ed isolati con poco in comune; autrici appartenenti 
a famiglie miste, a famiglie italiane o a famiglie africane, con differenze che portano a scelte 
linguistiche e di contenuto diverse. 15 


14 Daniela Golfetto, op. cit. 

15 Idem: „Poseda o mare maturitate a stilului: se exhibitioneaza in jocuri de cuvinte, neologisme spirituale, construed i 
sintactice complexe p erori voite pentru a conferi un efect comic; chiar p tematicile lor sunt inovative: se indeparteaza 
de temele clasice, de nostalgia p de regretul pentru patria pierduta, p exprima, prin scris, necesitatea de a construi o 
noua realitate, conpiinfa p complexitatea de a ft femeie, scriitoare p imigranta in Italia, cu o anumita intense critica, 
dar ironica fata de societatea italiana. Aceste scriitoare sunt, oricum, eterogene p nu le putem incadra, nici ca stil, nici 
ca provenienla, intr-o singura mi sc arc: sunt autoare de prima generalie, provenite din fostele colonii, p cazuri singulare 
p izolate, avand putine lucruri in comun; autoare apartinand familiei mixte, familiei italiene sau familiei africane, cu 
diferenle ce due la alegeri de continuturi lingvistice.” (traducerea noastra). 
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Volumele Lingua madre. Racconti di donne straniere, ingrijite de Daniela Finocchi, se 
incadreaza in categoria acestor texte neomogene, avand ca fir conducator inclinapa spre 
povestirea unor fapte diverse, reunite de acelasi destin care predispune femeile spre calatorie, 
spre ceea ce Franca Sinopoli numea „poetica della migranza”. 16 Acest mod de a se exprima, 
prin intermediul discursului narativ, face parte din ceea ce a fost numita „emanciparea 
femeilor”, a§a cum transpare chiar din titlul volumului Roba da donne. Emancipazione e 
scrittura nei percorsi di autrici dal mondo 17 , ingrijit de Silvia Camilotti. Scrisul, conform 
opiniei Danielei Finocchi, imbraca forma unei prepoase marturii „transmise ereditar”, ceea ce 
confera femeilor o autoritate in planul existen(ei. Femeia-mama devine simbolul purtator al 
limbii de origine care se transmite catre fiii sai, nascup pe pamant strain. Aceasta este cheia de 
lectura pe care ne-o sugereaza Daniela Finocchi: 


E’ questa l’importanza di un’ereditarieta trasmessa di donna in donna, di madre in 
figlia. Raccontare per testimoniare, per re-esistere. C’eun sottile filo che congiunge le storie 
lontane, taciute e spesso sconosciute delle donne straniere, o meglio di origine straniera, e 
italiane che arrivano ogni anno al Concorso Lingua Madre. Un filo che va a ricomporre la 
relazione genealogica, che tematizza il nodo dell’autorita femminile, quello dell’ordine 
simbolico della madre, quello della lingua materna. Sono tante, sono donne in viaggio, anche 
quando stanno ferme. Dirette nei loro altrove del corpo e dell’anima, trovano nel racconto di 
se una chiave preziosa che sembrava loro smarrita, la chiave per aprirsi alle loro nuove case, 
in citta e paesi prima solo immaginati. 18 

Despre calatorie, ca emancipare a femeilor, pomenesc si autorii carpi II paese delle 
badanti. Una migrazione silenziosa. 19 Privite astfel, femeile i§i ies din rolul lor static de 


16 Franca Sinapoli, „Prime linee di tendenza della critica sulla letteratura della migrazione in Italia (1991 - 2003). 
<http://download.springer.eom/static/pdf/977/art%253A10.1023%252FB%253ANEOH.0000029063.32938.bf.p 
df?originUrl=http%3A%2F%2Flink.springe>. 

17 Silvia Camilotti, Emancipazione e scrittura nei percorsi di autrici dal mondo, Editura Mangrovie, Roma, 2009, p. 
294. 

18 Daniela Finocchi, op. cit.; „Aceasta este importanta unei molteniri transmise din femeie in femeie, din mama in fiica. 
A povesti pentru a marturisi, pentru a re-exista. Este un fir subtirc care conjuga povepi de departe, reduse la tacere p 
de cele mai multe ori necunoscute ale femeilor straine sau, mai bine-zis, de origine straina, p italience care ajung in 
fiecare an la Concursul «Lingua Madre». Un fir care recompune relapile genealogice care tematizeaza nodul autoritapi 
feminine, acela al ordinii simbolice a mamei, acela al limbii materne. Sunt multe, sunt femei in calatorie, chiar p atunci 
cand stau intr-un loc. Direcponate altundeva, de corpul p de sufletul lor, gasesc in povestirea despre sine o cheie 
prepoasa ce parea disparuta, cheia care le deschide noi case, in ora§e p (ari doar imaginate pana atunci.” (traducerea 
noastra). 

19 Francesco Vietti, Lucia Portis, Laura Ferrero, Aldo Pavan, II paese delle badanti.Una migrazione silenziosa, 
Societa Editrice Internazionale - Torino, 2012. 
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prczcnta continua si nccondqionata in spa(iul protector al casei, ca sa infrunte necunoscutul, 
redefinindu-se dupa alte tipare, stabilite de alte lumi. Atunci cand vorbim despre emancipare, 
nu ne referim doar la femei mai putin instruite, ci §i la acelea care, in (ara lor, desfa§urau o 
munca intelectuala. Exista un profil al femeii care emigreaza §i pe care cercetatorii in domeniu 
1-au etichetat ca atare: 

Ricerche di tipo quali - quantitative dimostrano che la maggior parte delle donne che 
emigrano dall’Est arrivino in Italia da sole, in eta adulta, secondo progetti migratori che le 
vedono ricoprire la figura di principali procacciatrici di redito (breadwinner) a favore di nuclei 
familiari bisognosi di un rilancio economico. Si trata di donne con un alto grado di formazione 
che in patria non erano disoccupate, ma svolgevano un alto grado di intraprendenza 
assumendosi la responsabilita e l’iniziativa di donne primo - migranti, compiendo cosi anche 
un personale percorso di emancipazione. 20 

Ceea ce i§i propune Daniela Finocchi este impartasirea unor experience 
migratorii personale ale unor femei provenind din culturi diferite. Este un „dialogo corale, che 
parla di desideri, di relazione, di ascolto ma soprattutto di speranza, felicita e amore”. 21 

O parte dintre autoarele de nationalitatc romana care au scris in aceste volume 
au fost premiate 22 , aceasta demonstrand interesul manifestat de institu|iile de cultura italiene 
fa(a de aceste scrieri despre migrate. 


20 Francesco Vietti, Lucia Portis, Laura Ferrero, Aldo Pavan, op. cit. p. 62 Cercetari de tipul calitativ-cantitative 
demonstreaza ca majoritatea femeilor care emigreaza din Est vin in Italia singure, la varsta adulta, conform 
proiectelor migratorii, care le privesc ca pe figura principals de „furnizoare” de venit (breadwinner), in favoarea 
nucleelor familiale, care aveau nevoie de o relansare economica. Este vorba despre femei cu un inalt nivel de 
formare §i care in patria lor nu erau §omere, ci desfa^urau un grad ridicat de intreprindere, asumandu-?i 
responsabilitatea §i iniliativa femeilor prim-migrante, efectuand astfel un parcurs personal de emancipare 
(traducerea noastra). 

21 Daniela Finocchi, op. cit. „Dialog coral, care vorbe§te despre donnte, despre relalapi, despre ascultare, dar, 
inainte de toate, despre speranza, fericire §i dragoste” (traducerea noastra). 

22 Cf. Roberto Merlo, citat in Lingua Madre Duemilasei, p. 493: (texte de: Ana Alexandra Onea, Oggi ho deciso 
di scrivere, p. 135-140; Alina Popa, Cid che e rimasto di quei giomi felici, p. 157-158; Rita Takacs, Identitd, p. 
187-190; Valentina Calugareanu Tihenchi, Dal diario di Elena, p. 191-194); Lingua Madre Duemilasette. 
Racconti di donne straniere in Italia, a cura di Daniela Finocchi, Centro Studi e Documentazione Pensiero 
Femminile, Torino, Edizioni Seb 27,2007 (texte de: NicoletaEcaterina Cotea(a, Unafamiglia, p. 33-34; Loredana 
Paslaru, II viaggio, p. 196-201: premiul doi; Petronela Daniela Solovastru, Viaggio , p, 241-242); Lingua Madre 
Duemilaotto. Racconti di donne straniere in Italia, a cura di Daniela Finocchi, Centro Studi e Documentazione 
Pensiero Femminile, Torino, Edizioni Seb 27, 2008 (texte de: Brandu^a Petrariu, Brenda, p. 204-208;Ana Maria 
Stratulat, La mia storia, p. 268-272)”. 
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THE SHADOW. THE LIMIT AND THE LIMITLESS OF THE CREATOR 


Liliana Gabriela Vos 
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Abstract: The aim of the study is to explore the limit and the limitless of the Creator as concepts those 
reveals potentialities of being contained by The Shadow, as part of The Self that generates identity arid 
alterity. The context of this study is Valeriu Anania ’s drama „Mesterul Manole”, where the approach 
is a hermeneutics one, but the intention is to extend the analysis towards an interdisciplinary approach 
due to the multiple ways that identity and alterity reveals on the background of the creation. We wish 
to draw attention to the mythical-symbolic elements that catalyzes the relation between the creator and 
his creation, as alternating light and shadow, Apollonian and Dionysian in a World of correlations, a 
world that contains same I-You, I and The Other. The drama is a space where the antinomies: 
light/darkness, diumal/nocturnal, real/transcendental are bringing the imaginary and objectivity into 
a manageable collaboration that resonate a sense of reality in order to make seen the unseen and where 
The Shadow is revealed as a partner for every character that oblige to confrunt The Self. 

Keywords: myth, shadow, creator, alterity, hermeneutics 


Dezmarginirea lumii a facut posibila descoperirea Celuilalt in numeroasele sale fatete, 
iar dezvrajirea lumii, prin opacizarea invizibilului, in contextul unei societati pluraliste, 
determina o „reprivire” a Sinelui de pe un alt nivel al spiralei drumului existential; 
redescoperirea Invizibilului se constituie ca o arheologie salvatoare a Sinelui. „Mesterul 
Manole”, poemul dramatic scris in minte de Valeriu Anania (1921-2011) in timpul detentiei si 
publicat in anul 1968 la Editura pentru literatura, Bucuresti, investigheaza misterul mitului 
creatiei printr-o metoda proprie: „teoria umbrei”, cum o numeste Mircea Ghitulescu, dar care 
nu se rezuma la a fi doar o teorie estetica, dupa cum observa acesta, ci o decopertare a mitului, 
o revelare a arhetipurilor, actiune ce aduce imaginarul si obiectivul intr-o relatie flexibila ce 
rezoneaza intr-un sens al realitatii prin care invizibilul devine vizibil, astfel ca Umbra apare ca 
partenerul ce obliga fiecare personaj sa se confrunte cu Sinele. Punerea in scena a textului 
dramatic asigura potentarea sensurilor noi pe care autorul le propune, premiera absoluta a piesei 
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avand loc in 30 martie 1969 la Teatrul „Alexandru Davila” din Pitesti, in regia Mariettei 
Sadova. 

„Orice intemeietor cautS temeiul. Pe el pune temelia” 1 spune Anania prin intreaga sa 
opera si viatS, accentul fiind pus pe cSutarea Sinelui intr-o aventuroasS confruntare cu toate 
contrariile si armonizarea lor, prin parcurgerea drumului existential, fie ca neinitiat in demersul 
intemeierii, lie ca „strSin” intru devenire, lie ca androgin intru intregire ca Unul, ipostaze ale 
lui Manole, alteritSti profilate pe dorinta metafizicS ce deschide dimensiunea verticalitStii, a 
Invizibilului. Drama „Mesterul Manole”, transpunere in fapt de teatru a adevSrului ascuns in 
mituri, fSrS demitizSri sau reinterpretSri contemporane, reprezintS nu doar o aducere la luminS 
a sensurilor originare a mitului creatiei si creatorului, dar si o imersiune auctorialS in lumea 
stihialS a Sinelui, ceea ce impune o abordare hermeneuticS a schemei narative. 

„Arhetip al arhetipurilor”, cum il numeste Vasile Dem. Zamfirescu, Sinele se manifests 
printr-o mare diversitate de simboluri la nivelul constientului, simboluri ce rSspund nevoii de 
a descifra cele mai profunde aspecte ale realitStii si a cSrui actualizare „se aflS in relatie cu 
tensiunile si alternantele vietii sociale, in ultima instants cu ritmurile cosmice” 2 ; simbolul 
reprezinta unicul liant intre inconstientul colectiv si constient. Parcursul initiatic pe axa Eu- 
Sine constituie rama confruntarilor liminale ale creatorului cSruia simbolul Sinelui i se 
reveleazS in imaginea din umbra Lunii „peste icoana femeii si pruncului se infiripS si capStS 
miez vedenia viitoarei biserici de la Arges, privitS dinspre rSsSrit, inaltS, zveltS, cu turlele cele 
mici rasucite-n vazduh” 3 . Umbra, alternanta a luminii si intunericului, nu este doar o imagine 
a sufletului, un dublu al omului, ci isi continua existenta si dupa moartea materials, proiectie a 
formei ce determinS limitSrile flintei, din punct de vedere iilosoiic, un „alter ego al 
individului”, in viziunea lui Lacan, ce oculteazS lumina, reveland-o. 

Acest rol revelator al mitului, ca depozitar al bazinului semantic al omenirii, este 
potentat de caracterul obiectiv al inconstientului colectiv ce rezultS din faptul cS elementele 
sale constitutive n-au fost niciodatS in constiinta individului, in timp ce inconstientul personal 
este depozitar al continuturilor care au fost cunoscute candva pe parcursul istoric. „Mitul si 
metafora sint vehiculele - constiente si inconstiente - ale tuturor pornirilor creatoare, ale 
tuturor solicitSrilor expresive pe care arta le-a transmis intotdeauna si care constituie cel mai 

1 Valeriu, Anania, Amintirileperegrinului apter, Editura Paralela 45, Pitesti-Brasov-Bucuresti-Cluj-napoca, 2000, 
p. 41 

2 Mircea, Eliade, Imagini si simboluri, Editura Humanitas, Bucuresti, 1994, p. 31 

3 Valeriu, Anania , OPERA LITERARA V, TEATRU, VOL.l, MIORITA, MESTERUL MANOLE, Cronologia 
Stefan Iloaie, Editura LIMES, Cluj-Napoca, 2007, p. 292 
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original si autonom patrimoniu al oricarei culturi omenesti” 4 , iar evidentierea acestor repere 
permite stabilirea echivalentei inconstientului colectiv cu spiritul, iar a inconstientului 
personal, prin caracterul sau subiectiv, cu sufletul. Potentialitatile psihice ale individului se 
integreaza armonic arhetipului Sinelui, iar singura forma prin care aceste continuturi 
incognoscibile se pot manifesta la nivelul constientului, este simbolul. 

Problematica Umbrei ca arhetip al Sinelui, asa cum apare in poemul dramatic la 
Valeriu Anania, impune abordarea psihanalitica a lui Carl Gustav Jung, conform careia 
inconstientul colectiv, cu structurile sale fundamentale, arhetipurile, sunt identificate ca: 
„persona sau «arhetipul social», fragment din psihicul colectiv suprapus psihicului individual; 
umbra sau partea negativa a oricarei personalitati umane; anima sau dimensiunea feminina 
inconstienta din psihicul fiecarui barbat; animus , pandantul animei la nivelul psihicului 
feminin” 5 etc. Arhetipul Sinelui, arhetip central, imanent si transcendent, este un paradox, dupa 
cum sustine Jung, intrucat realizarea Sinelui inseamna suspendarea contrariilor ceea ce se 
traduce printr-un conflict fundamental, omul se recunoaste ca dualitate in Unul, cheie a 
atingerii Centrului, in perceptie eliadesciana, cheie descoperita de Manole abia dupa trecerea 
dincolo de limita, dincolo de suprapunerea tuturor Umbrelor, „cheia nu e doar socoata:/ E 
sti’nta si nesti’nta, gand-ne-gand/ Si numar fara numar...” 6 , acolo unde devine „pasarea-suflet”, 
simbol al trecerii in Lumea de dincolo. 

Introducerea Femeii, a lui Salirin si a Iovancei, pe langa personajele canonice, 
demonstreaza tocmai aceasta glisare spre auctorial, spre incursiunea in propriul Sine printr-un 
proces de trecere a „pragurilor” impuse de situatiile liminale 7 : confruntarea cu Erosul „Pe 
cresterile umbrei... Ce ciudat e/ Ca dragostea se-adevereste-ntreaga/ Si-n impliniri, si-n 
goluri” 8 , cu eresurile - credintele in vechile legi pagane „Cu umbre, cu naluci, cu dracii goi/ Ai 
sfintelor eresuri!” 9 ce se insinueaza ca sceptre ale vinovatiei ce-si cer sacrificiul pentru 
implinirea zidirii, mai mult, confruntarea cu dublul sau, Salirin, Celalalt creator, un Altul care 
ar putea li tot Manole sau, mai bine spus, insusi Anania, dar oricare altul ar li, apare 
obligativitatea de a se infrunta cu destinul. „Unica masura comuna a destinelor si a maladiilor 

4 Gillo, Dorfles, Estetica mitului (De la Vico la Wittgenstein), In romaneste de SANDA SORA, Cuvint inainte 
de VERA CALIN, Editura Univers, Bucuresti, 1975, p.35 

5 Vasile Dem., Zamfirescu, in Arhetipul sinelui si simbolurile sale, in C. G. Jung, OPERE COMPLETE 9, 
AION, CONTRIBUT'D LA SIMBOLISTICA SINELUI, Traducere din limba germana de Daniela Stefanescu, 
Cuvant inainte de Vasile Dem. Zamfirescu, Editura Trei„ Bucuresti, 2005, p.8 

6 Valeriu, Anania, OPERA LITERARA V, TEATRU, VOL.l, MIORITA, MESTERUL MANOLE, ed.cit., p.361 

7 Conform teoriei lui Arnold Van Gennep, in Riturile de trecere, Editura POLIROM, Iasi, 1996 

8 Valeriu, Anania, OPERA LITERARA V, TEATRU, VOL.l, MIORITA, MESTERUL MANOLE , ed.cit., p.350 

9 Ibidem, p.272 
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de destin este libertatea. Dar tocmai pentru ca libertatea e nemasurabila si este, in chiar esenta 
ei, ne-masura, o <<stiinta>> a umanului nu poate 11 mai mult (si nici mai putin) decat logica fugii 
libere si necuantificabile in teritoriul fara sfarsit al limitelor de depasit si de atins” 10 , situatie in 
care se plaseaza rand pe rand toate personajele, obligate la confruntarea cu prototipul - Umbra, 
al carei rol, la nivelul textului dramatic, este acela de unificare a tuturor avatarurilor. 

Femeia, „imbracata-n cenusiu”, simbol al haosului primordial din care tasneste lumina, 
apare ca instanta moralizatoare ce anunta pacatul, anticipand dramatismul creatorului prins 
intre propriile limite si ilimatare: „(...)••• Care-mi poate fi/ Pacatul?: indrazneala de-a zidi/ Fara 
sa cred, sau umbra-nchisa-n zid?” * 11 . solutia vine de la vechile eresuri, intelepciunea ancestrala 
conservata de traditie, pe care cei noua mesteri, cifra noua simbolizand perfectiunea, 
desavarsirea unei creatii, dar si totalitatea celor trei lumi: „Din umbre ne crescu lumina...” 12 
Nivelurile de manifestare ale Umbrei, personal, cultural si arhetipal, se intrepatrund in tesatura 
universurilor, simbolizate de ghemul, mototol de hartie gasit de Iovanca, cu trimitere la lumile 
posibile, adevar pe care stramosii il cunosteau dinaintea lizicii cuantice, a Teoriei M a spatiului 
unsprezece-dimensional, teorie care probabil se va situa la un moment dat pe pozitia de a 
explica ceea ce omul, dintotdeauna, doar intuieste. 

Planul creatiei, asa cum observa Iovanca, „Atata vreme cat un plan e ghem,/ Un altul 
nou pandeste in Western” 13 ascunde necunoscute gata oricand sa invadeze lumea realului, intre 
imaginar si real hotarul Hind flexibil. Dorinta de „vesnicie” a Iovancei i se implineste in clipa 
in care Safirin, in lumina asfintitului, ii prinde Umbra pe panza viitoarei icoane, gest cu dubla 
semnificatie: „Inceputul” asa cum ii spune Safirin, e atat inceputul uciderii „fiarei” Erosului 
ce-1 macina pe calugar, dar si inceputul al carui simbol este haosul primordial, reprezentat 
arhetipal prin Umbra. Toti cei implicati in creatie trebuie sa respecte „legea, cu gustul ei amar:/ 
Cand lirca izvodeste frumosul maiestrit,/ E osandit izvodul sa piara-n ce-a rodit” 14 , asemenea 
Creatorului primordial care prin sacrificiu a dat nastere lumilor. Legea revine ca laitmotiv pe 
intregul parcurs al dramei, fiind invocata de toti, premisa a totalizarii energiilor pentru a impune 
o spatio-temporalitate a ritualizarii, semn al sacrului necesar actului creator. Onomastica 
utilizata de Anania se suprapune de altfel unui ritm al ritualitatii, aspect ce poate constitui o 


10 Gabriel, Liiceanu, Despre limita, Editura Humanitas, Bucuresti, 1994, p.43 

11 Valeriu, Anania, OPERA LITERARA V, TEATRU, VOL.l, MIORITA, MESTERUL MANGLE, ed.cit., p. 270- 
271 

12 Ibidem , p.282 

13 Valeriu, Anania, OPERA LITERARA V, TEATRU, VOL.l, MIORITA, MESTERUL MANOLE , ed.cit., p. 288 

14 Ibidem, p. 291 
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noua tema de cercetare. Numele Safirin, a carui provenienta - in greaca, safir, sapheiros iar in 
ebraica sappir, inseamna „cel mai frumos lucru” - traduce statutul celui care-1 poarta, ca om al 
luminii divine, dar care, sub presiunea Umbrei este coplesit de pacatul indoielii, cind constata 
ca „(...) mai slobod este omul urmarit de umbra lui,/ Decat cel ce-alearga-ntr-una sa si-o 
prinda” 15 , cuprins de „patimi diavolesti” nu are alta scapare decat calea peregrinului in cautarea 
linistii, a echilibrului ce poate ii dat doar de regasirea Sinelui ca Unul. 

Celalalt creator, Manole, prins in altemanta iubire/ patima a creatiei, trece de la 
siguranta stiintei la nesiguranta indusa de eresuri „(...) Ce-i umbra?: nici faptura/ Si nici 
inchipuire; dar ii face/ Inchipuirii trup.Si daca zace/ Aici o taina-nfricosata?” 16 a caror 
prezenta, acceptata de toti ceilalti, se insinueaza ca o alta realitate la care accesul se poate face 
doar prin jertfa; dar jertfa nu e totala pana cand nu absoarbe in ea toate limitele, aruncand 
creatorul dincolo de Umbra, experimentand ilimitarea constientizarii si asumarii Unului. 
Spectrul stramosilor din veac, de la care s-au pastrat legile, este omniprezent prin Femeia - 
purtatoare a pasarii suflet, simbol mitic al legaturii intre cele trei Lumi: Lumea neagra, Lumea 
alba si Lumea de dincolo, mama htonica, arhetip al Sinelui, ce vede zbaterea creatiei, prin 
semnele ce inficrcaza fiecare mester: „nesomn, neodihna, necantec, nepace”; piatra „nu canta” 
inca pentru ca „0 umbra furata si-n zid ferecata/ La ea-si cheama trupul odata si-odata./ Cum 
trup fara umbra nu poate via,/ Nici umbra nu-i vie pan’ trupul si-1 bea./ (...) In pasarea-suflet 
doar sufletu-i viu.” 17 ; semnele angajeaza motivul jertfei creatoare ca premisa a tragicului 
absolut ca mod ontologic al conditiei umane. Revenirea ritualica a Femeii in spatiul scenic, 
potenteaza Umbra ca archaeu, omul vesnic, dublul metafizic al eului, iar aceasta prezenta in 
sirul personajelor creeaza senzatia unei atemporalitati care se intinde si peste creatie, „actul 
prin care, din zgomot si tacere, se incheaga vorbirea” 18 , conjunctie ce asigura autenticitatea, 
mai mult, perenitatea operei. 

Constientizarea inconstientului personal, ca integrare a Umbrei totalitatii Sinelui, 
reprezinta prima etapa a cunoasterii animei si animusului ; cunoasterea de sine se poate realiza 
doar in contextul unei relatii, prin alteritate, zona a eficientei proiectiilor revelatoare: umbra cu 
un vizavi, iar animus si anima, cu sexul opus, in psihanaliza jungiana. Treimea transcendents 
astfel constituita in om are nevoie de un al patrulea element pentru a se constitui ca totalitate si 


15 Ibidem, p. 315 

16 Ibidem, p. 368 

17 Ibidem, p.329 

18 Victor leronim, Stoichita, Creatorul si umbra lui, Editia a doua, Editura Humanitas, Bucuresti, 2007, p. 319 
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anume, la barbat avem arhetipul batranului intelept sau arhetipul sensului iar la femeie, mama 
htonica. in acest mod schema Sinelui este completa prin arhetipul numit de Jung cuaternio al 
casatoriei, jumatate imanent si jumatate transcendent. Intelegerea lor cea mai graitoare se poate 
realiza in studiul miturilor care conserva arhetipurile in imaginarul colectiv prin personaje ce 
intrachipeaza atat anima, corespondent al Erosului matern - element care uneste, cat si 
animusul ce corespunde Logosului patern - element cognitiv si de diferentiere, dar si batranul 
intelept si mama htonica. Schema textului dramatic Mesterul Manole se suprapune peste cea 
a tragediilor grecesti, unde „actorul” Manole spune povestea eroului, purtand rand pe rand toate 
mastile auctoriale in timp ce „corul” se constituie ca siruri de anima si animus, a caror natura 
este duala, la fel ca si cea a Umbrei, intruchipata de Femeia -purtatoare a pasarii-suflet, fiecare 
cu statut de parte, ca element al sirului, dar si de intreg, ca izvor al sirului. 

Mitanaliza jungiana permite decelarea legilor inscrise in mit, a caror perenitate este 
asigurata de functiile inconstientului colectiv care conserva arhetipurile a caror existenta este 
apriorica; intre acestea, arhetipul care afecteaza frecvent Eul la modul cel mai intens, Umbra, 
este „(...) o problema morala care reprezinta o provocare la adresa intregului personalitatii 
Eului, caci nimeni nu poate sa realizeze umbra fara o risipa considerabila de decizie morala, o 
data ce la aceasta realizare este vorba de recunoaste ca aspectele sumbre ale personalitatii exista 
cu adevarat” 19 . Cuplurile Manole-Simina, Safirin-Iovanca, modele ale androginitatii sunt 
animate de o forta centripeta printr-o miscare in spirala dubla intre eu si dublu a carei miza 
este refacerea totalitatii, atingerea Centrului prin reintegrarea alter-ului, cele doua cupluri fiind 
imagini in oglinda. inceputul sirului are loc in clipa in care a facut natura obiect al dominatiei 
sale, propunandu-se pe sine ca scop, cand omul a iesit din conditia de lucruri si, devenit activ 
prin ordonarea microcosmosului, dupa aceleasi legi ca ale macrocosmosului, legi inscrise in 
mit, observa ca „orice realitate vie purcede din simbol si se resoarbe in simbol” 20 , constata 
dualitatea Lumii - sacra si profan - si devine creator cu toata complexitatea pe care o presupune 
acest termen: „creatia nu poate fi niciodata creatoare daca nu va ajunge sa absoarba intr-insa 
toate fenomenele cu putinta. Si, mai ales, insasi antiteza ei” 21 . Opera sa delineste si determina 
cercul umanitatii, cum il numeste Cassirer in al sau Eseu despre om, cu cele sase sectoare: 
limbajul, mitul, religia, arta, stiinta, istoria, sectoare ce se constituie in tot atatea episoade ale 


19 C. G. Jung, OPERE COMPLETE 9, AION, CONTRIBUTE LA SIMBOLISTICA SINELUI, ed. cit., p.20 

20 Valeriu, Anania, Amintirile peregrinului apter, Editura Paralela 45, Pitesti-Brasov-Bucuresti-Cluj-napoca, 

2000, p. 122 

21 Arnold J., Toynbee, Studiu asupra istoriei , Editura Humanitas, Bucuresti, 1997, p.741 
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confruntarii Mesterului Manole cu Sinele. Jung observa de altfel ca „Cine se indreapta spre 
sine insusi risca sa se intalneasca cu sine insusi” 22 , mister ce i se reveleaza creatorului odata cu 
nevoia de forma, cu apolinia in viziune nietzscheana, semn al „Unului Originar (das Ur-Eine)”. 

Remarcabil este modul in care-si incepe Anania poemul dramatic „Ma uit, smerit, in 
leagan. Nu-nteleg:/ Intreg aici, dincoace sunt intreg”, pornind de la copilul, „copilul divin” in 
acceptia jungiana, care nu este altceva decat simbolul unitatii, imago Dei , primul mister din 
lungul sir de confruntari a lui Manole: creatorul divin versus creatorul uman, dar si primul reper 
al limitei care reprezinta deschiderea spre Fiinta, mai mult, asa cum observa Liiceanu in studiul 
sau despre limita, „orice act de demiurgie este o configuratio, o instaurare de limite 
modelatoare. Creatia este un vast scenariu peratologic animat de vointa divina a limitarii” 23 , 
act mitic a carui realizare, potrivit legilor ancestrale, cere un sacrificiu. Revelarea misterului 
vietii, secventa de final a dramei lui Anania, intre Safirin-zugravul si Manole, unified toate 
avatarurile, contrariile „personajelor-Eu”, incluzandu-1 si pe cel auctorial, prin invocarea 
limitelor „La pragul meu, la pragul tau, traieste” 24 si a sintezei intregului poem dramatic rostita 
de Manole in cinci versuri: „Cei fara trup n-au umbra; aripi au./ Si le-am furat. Si iata,-n umbra 
stau/ infasurat ca-n zidul alor mei./ Ca toata umbra-si cheama trupul ei./ ( Straluminat ) E-atat 
de cald!... Nimic nu mi-e strain...” 25 , revelare ce echivaleaza cu intoarcerea acasa, refacerea lui 
Anthropos, proces de cunoastere, de inchidere a Ouroboros-vXui, „simbol (...) al naturii precum 
si al <<artei>>” 26 , simbolul alchimic al apokatastasis, starea totalitatii initiale, stare atinsa de 
Manole cand rosteste ultimele sale cuvinte, „Savarsitu-s-a. Amin!”, ca o anamneza a intregului 
sau drum initiatic. „Savarsitu-s-a” Manolas, pruncul de care abia acum isi aminteste, cand iesit 
din starea „diabolica” a creatiei e „straluminat”, „savarsitu-s-a” sacriliciul - pacatul zidirii, 
„savarsitu-s-a” zidirea, „savarsitu-s-a” desavarsirea de a deveni una cu Sinele. 

Ideea arhaica a „mortii creatoare”, cum o numeste Eliade, intalnita atat la romani, cat 
si la popoarele din sud-estul Europei, conservata de mitul creatiei, se constituie ca imagine a 
destinului, a parcurgerii „drumului spre Centru”, a refacerii unitatii primordiale prin atingerea 
Sinelui simbolizata de zborul manolescian cu aripi „furate” ale ingerilor. Poemul dramatic 
„Mesterul Manole” al lui Valeriu Anania detecteaza structura simbolica de adancime a mitului 


22 C.G.Jung, Opere complete 1 Arhetipurile si inconstientul colectiv, Traducere din limba germana de Dana 
Verescu, Vasile Dem. Zamfirescu, Editura Trei, Bucuresti, 2003, p. 29 

23 Gabriel, Liiceanu, op. cit., p. 105 

24 Valeriu Anania, OPERA LITERARA V, TEATRU, VOL.l, MIORITA, MESTERUL MANOLE , ed.cit, p. 425 

25 Ibidem, p. 425 

26 C. G. Jung, OPERE COMPLETE 9, A ION, CONTRIBUTE LA S1MBOLISTICA SINELUI , ed. cit., p. 297 
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estetic romanesc, a carui abordare hermeneutica prin metoda psihanalizei jungiene ce aduce la 
suprafata sensuri noi ale „lumii transpersonale a simbolurilor”, cum o numeste Culianu, 
demonstrand constanta arhetipurilor ca repere transcendentale conservate si transmise prin 
actul „povestirii” miturilor. Prin Manole, Anania isi ofera umanitatii crezul: „Pamantu-i/ A1 
celor ce au aripi!... Zburati!” 27 , simbol al ascensiunii, dimensiune profunda a spiritualitatii 
universale din toate timpurile. 

Aceasta lucrare a beneficiat de suport financiar prin proiectul “Excelenta 
interdisciplinara in cercetarea stiintifica doctorala din Romania -EXCELLENTIA ” cofinantat 
din Fondul Social European, prin Programul Operational Sectorial Dezvoltarea Resurselor 
Umane 2007-2013, contract nr. POSDRU/187/1.5/S/155425. 
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THE PRINTING HOUSE OF THE CLUJ ORTHODOX EPARCHY - CENTRE 
OF THE POPULAR LITERATURE DURING THE INTERWAR PERIOD 


Antonina Silvia Frandes (Andone) 

PhD Student, ’’Petru Maior” University of Tirgu Mures 


Rezumat:Articolulprezinta Tipografia Eparhiei Ortodoxe Cluj din perspectiva roluluipe care l-a jucat 
in promovarea literaturii de popularizare in perioada interbelicd.Aparija Calendarului „Clujul 
romanesc ” (publicafia anuala dedicata maselor largi de cititori - in special celor de la sate), a premers 
Tipografiei, infiin(atd in anul 1925 de Episcopul Nicolae Ivan. Pana la data infiinfarii centrului 
tipografic, Calendarul a aparut la editura „Cartea romaneasca” S.A. Cluj. Prin intermediul acestei 
publicafii, Biserica Ortodoxa a desfdpirat o activitate de culturalizare a maselor, conjugata cu 
educarea propriilor credinciofi in spiritul ideologiei cre§tin-ortodoxe. 

Abstract: The article presents The Orthodox Diocesan Prin ting House in Cluj from the perspective of 
its role in spreadig the literature for masses in the inter-war period. „ Clujul romanesc ’’Calendar 
(yearly publication dedicated to the entire reading public - especially to those in the villages), 
appeared before the typography, which was set up in 1925 by the Bishop Nicolae Ivan. Up to this point 
the Calendar was printed by „Cartea romanesca” Publishing House in Cluj.With the help of this 
publication The Orthodox Church supported the dissemination of culture among masses and at, the 
same time, offered its own believers an education based on the Christian-orthodox principles. 

Keywords: inter-war period, printing house, orthodox calendars, literature for masses, moral profile. 


Tipografia Eparhiei Ortodoxe Cluj prezinta interes din perspectiva rolului pe care l-a 
jucat in promovarea literaturii de popularizare in perioada interbelica. Calendarul „ Clujul 
romanesc ” (publicafia anuala dedicata maselor largi de cititori - in special celor de la sate), a 
premers Tipografiei. Pana la data infiinfarii centrului tipografic, Calendarul a aparut la editura 
„Cartea romaneasca” S.A. Cluj. 

Aparitia Tipografiei Eparhiei Ortodoxe Cluj se datoreaza intreprinderilor prolifice ale 
episcopului Nicolae Ivan, initiatorul rcinfiinfarii Episcopiei Vadului, Feleacului si Clujului in 
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anul 1921. Pentru a pune bazele tipografiei s-a instituit un fond special -fondul tipografiei. 1 
Contribupi bancsti in acest scop au avut nu doar structurile din subordinea Episcopiei, ci si 
unele institupi publice si persoane private. Consistoriul Eparhial Cluj a emis Ordinul 
3979/1922 2 prin care solicita organizarea unor colecte in protopopiate. Multitudinea de 
documente ( adrese oficiale, liste cu donatii, rapoarte ale protopopiatelor), referitoare la 
colectarea de fonduri pentru noua tipografie episcopala, aduce dovada suspncrii acestui 
demers, ca ecou al devotamentului §i implicarii cu trup si suflet a Episcopului Nicolae Ivan in 
viat,a nou infiint.atci eparhii. Dintre insitupilc contribuabile amintim: Dacia-Romania - 
societate generala de asigurare, Banca Najionala a Romaniei - sucursalele Tg. Mure§ §i 
Bucure§ti, Banca Marmorosch Blank Bucurefii, Casa de pastrare Saline, Banca Albina Sibiu, 
Banca Generala Bucure§ti, Banca Centrala, Banca Agrara si multe altele. 3 

Taranii insa, prea saraci pentru a sprijini cultura, nu erau receptivi la aceste cereri. 
Preotul Aurel Monda de la Parohia Borgobistrita il instiinta pe protopopul zonei despre 
reacliile satenilor la Cercularul 416/1922: „Colecta nu se poate face in comuna, deoarece 
oamenii nu voesc sa contribue nemic, zicand ca au ei destule grcutap de suportat”. 4 Totusi 
preotul local, intclcgand important^ infiintarii unui centru tipografie, se invoicste a i se trage 
din salariu suma de 100 lei in contul tipografiei. Asemenea lui au procedat §i alte persoane din 
cuprinsul eparhiei, in special preop §i profesori. O lista a contribuabililor cuprinde pe o parte 
din donatorii din tractul protopresbiteral Targu Mures, mai precis din Tg.Mure§, Berghia, 
Band, Nazna, Murcscni, More§ti, Deag, Oarba de Mure§, Cerghidul Mare, Corunca 
§.a. 5 Acestora li se alatura cei din protopopiatele Huedin, Baia de Arie§, Aiud, Campeni, Alba 
Iulia, Bistrit,a, Lupsa, Reghin, Turda, Mura§ Ludo§ §i Unguras. 6 

Apelurile de sprijin au fost lansate §i catre autoritap.Intr-o prima faza Ministerul 
Comunicapilor emite o Ordonan^a de plata in valoare de 3000 lei in Fondul Tipografiei 7 dar 
ulterior Ministerul Cultelor §i Artelor ii in§tiinleaza de lipsa prevederilor bugetare pentru 
aceasta intreprindere 8 . 


1 Arhiva Centrului Eparhial Cluj (ACEC), 1246,V, 109/919, Fond pentru Tipografiei diecezana. 

2 ACEC.2022, V, 551/920, Fondul Tipografiei. 

3 Idem 

4 ACEC.3010, V,551/921, Colectd pentin Tipografia diecezana. 

5 Idem 

6 Idem 

7 ACEC, 2022, V, 551/920, Fondul Tipografiei. 

8 Idem. 
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in urma amplei campanii de strangere de fonduri pentru tipografie, desfa§urate nu doar 
in eparhie, ci pe intreg cuprinsul (arii, Sinodul diecezan reunit in sedin(a la 12/25 aprilie 1922, 
constata: „rezultatul frumos al acestei colecte care fara staruin(a P.S. Sale Episcopului Nicolae, 
nu ar fi dus la rezultat. Raportul prezentat se ia la cuno§tin|a §i se autorizeaza Consistoriul 
diecezan sa se ingrijeasca de instalarea cat mai grabnica a acestei tipografii”. 9 

In urma dezbaterilor indelungi s-a decis ca noua Tipografie sa fie instalata in Casa 
Consistoriului de pe strada Iuliu Maniu, nr.31, emi|andu-se si un deviz de transformare a 
acesteia in acest scop. 10 

inca inainte de infiin(area Tipografiei, Calendarul,, Clujul romanesc ” intrase intr-un 
circuit de productjc si distribute bine stabilit. Tipografia „ Cartea Romaneasca ” din Cluj era 
cea care 1-a tiparit incepand cu anul 1922. Dupa tiparire calendarele pomeau inspre cititori fie 
prin librarii, fie pe calea ierarhiei biserice§ti. Lamuritoare in acest sens sunt circularele emise 
de Consistoriul diecezan catre protopopiate §i rapoartele intocmite de protopopi, prin care 
justificau modul de distribuire a calendarelor. 

Dintr-o insemnare * 11 aflam ca Eparhia Cluj a primit de la Tipografia „ Cartea 
Romaneasca” un numar de 3000 de calendare care urmau sa fie trimise cititorilor. Dovezi ale 
faptului ca aceste calendare au ajuns in satele romane§ti avem din rapoartele trimise de 
protopopiatele Reghin (200 exemplare), Cetatea de peatra (Baia 8, Bcrin(a 7, Borcut 5, Carpinis 
5, Costeni 5, Cupscni 5, Curtuiu§ 5, Dobric 5, Fan ate 10, Fintcus 8, Rogoz 9, Rohia 9, Stoiceni 
8, Valeni 8 §.a. insumand 200 exemplare), Huedin (150 exemplare), Alba Iulia (200 
exemplare), Targu Mura§ (150 exemplare), Mura§-Ludo§ (62 exemplare) 12 s.a 

in procesul de editare a calendarelor intrau §i alte aspecte care tincau mai degraba de 
strategii de marketing si anume publicarea in paginile calendarelor a anun(urilor publicitare. 
Beneficiile erau de ambele parti atata timp cat anun(urile erau platite, iar informatiilc 
publicitare ajungeau la cei carora le erau destinate. Consistoriul era cel care lansa apelul spre 
diferitele institu(ii: „Consistoriul nostru va tipari pe anul 1924 inca un calindar intocmit anume 
pentru poporul §i intelectualii de pe sate. Dupace acest calindar va avea un tiraj de cel pu(in 10 
000 esemplare, credem ca vom putea face un bun serviciu daca veti publica D-voastra un anun( 
in acest calindar. Va rugam deci din buna vreme sa bincvoi(i a ne onora cu inserarea unui anun( 


9 ACEC.42, II, 551/920, Fondul Tipografiei. 

10 ACEC.5040, V, 623/925, Deviz siproiectpentru tipografie. 

11 ACEC.1616, III, 188/1923, Calendarul diecezan 1924. 

12 idem 
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al firmei D-voastra, socotind o pagina numai cu 500 lei, o jumatate 250 lei si % pagina 125 
lei.Calindarul apare in luna octombrie. A§teptam anunpil D-voastra cu observarea ca tassa se 
va solvi dupa aparipa calendarului.” 13 Acest tip de an uni, era lansat anual. lata cum suna cel 
pentru Calendarul din 1931 : „Calendarul apare in zece mii de exemplare, pentru intelectualii 
§i poporul dela sate, cu §ematismul Eparhiei, cu un bogat cuprins literar §i ilustrapi.” 14 

Insa intr-un raport al Tipografiei referitor la Calendarul pe anul 1932 se mcnponcaza 
un numar de 3020 exemplare tiparite (520 cu scmatism §i 2500 fara scmatism) care urmau a li 
distribuite. Tirajul de 10 000 ramanea un deziderat si o forma de a atrage cat mai multe reclame 
in paginile calendarelor. De abia in 1942 s-a ajuns la o produc(ie de 10 000 exemplare 15 , iar in 
1947 s-a atins cifra de 16 367. 16 

in calendare au aparut ani la rand reclame pentru fume precum : Institutul de credit p 
economii ,,Albina”, Farmacia la „Vulturul alb”Lugoj, Frafii Bloch (Prima fabrica de 
ve.pninte p obiecte bisericepi), Laboratorul „ VoreF’din Piatra Neamf, ,, Vatra ” Cluj - Institut 
de credit p economii, Friederich Honig - Turnatorie de clopote, Arad, ,, Transsylvania ” - cea 
mai veche banca de asigurare din Romania Mare, Farmacia ,,David” Tg.-Mure§, Valer Pascu, 
Cluj - Import de ceai p cafea, „Luceafarul” Cluj - papetarie, confecjionare de registre - 
caete p legatorie de carp, Banca Victoria - Societate Anonima Arad etc. 

Din raportul 17 referitor la vanzarea Calendarul pe anul 1924, constatam ca s-a incasat 
suma de 28 733 lei, banii provenind in cea mai mare parte de la preo(i (16 914 lei), protopopi 
(8194 lei) iar restul din anun|uri (3625 lei). Ni se confirma inca o data faptul ca aceste calendare 
i§i gaseau locul intr-o proportic covarsitoarc in satele transilvane, caci parohiile erau 
preponderent rurale. Numarul infim de calendare ( 10 exemplare) trimise spre desfacere 
Librariei diecezane 18 dovede§te ca nu aceasta era piata principals de desfacere, calendared 
fund prezente in librarie precum alte titluri de carte sau bro§uri religioase. in schimb altor 
librarii precum Libraria A.Anca, Cartea Romdneasca sau Libraria Ardealul, toate din Cluj, li 
se trimiteau spre vanzare cate 50 exemplare. 


13 idem 

14 ACEC.4864, III, 489/930, Calendarul „ Clujul romanesc”pe 1931. 

15 ACEC,IH, 82/ 941 ,Calendarul pe 1942. 

16 ACEC. Ill, 53/946, Calendarul pe 1947. 

17 ACEC,1616, III, 188/923, Calendarul diecezan 1924. 

18 idem 
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Mai tarziu, calendarele nevandute erau predate Librariei Eparhiale spre desfacere. 
Avem exemplul anului 1933 19 cand 73 bucafi calendare cu §ematism §i 572 bucafi fara 
scmatism au fost repartizate librariei. 

Calendarul „Clujnl romanesc” a ajuns §i la Sibiu, Libraria Arhidiecezana vanzand 6 
exemplare din editia calendrului pe anul 1923 §i 15 din edifia pe anul 1924. 20 

in anul 1927 sumele incasate de Tipografie din vanzarea calendarelor au ajuns la 66 
871 de unde rezulta ca tirajul calendarelor a crescut considerabil. 21 

Cu timpul Calendarul a ca§tigat o popularitate tot mai mare. Deducem aceasta din 
cererile venite din diferite parp ale (arii pentru a suplimenta comenzile de calendare. Oficiul 
parohial Lunc§oara, jud. Arad, cerea insistent calendare Eparhiei Cluj in anul 1940 : „Va rugam 
sa ne trimitcp prin posta 50 (adeca cincizeci) bucafi calendare ortodoxe, din acelea cu material 
mai bogat....In scopul de a nu se da ocazie altor straini de credinta noastra, sa plaseze alte 
calendare, Va rugam respectuos sa ne indcplinip rugamintea de urgenfa.” 22 De asemenea 
Episcopia Oradiei cere pe langa cele 100 de calendare distribuite: „...avem onoarea a Va ruga 
sa binevoifi a ne trimite imediat inca 700 ex. a lei 14 din calendarul eparhial pe anul 1941 fara 
scmatism si inca 65 ex. a lei 25 din cel cu scmatism.” 22 Protopopiatul Unguras cerea la randul 
sau un surplus de 50 calendare fara scmatism pentru vanzare. 24 Redactorii au venit in 
intampinarea cererilor deja pregatifi: „Anul acesta am scos un stoc mai mare de calendare ca 
in anii tree up spre a putea pune la mana enoria§ilor no§trii lectura crcstincasca §i 
romaneasca”. 25 

Producfia de calendare ajunsese in 1940 la 3050 ( 500 cu §ematism §i 2550 fara 
scmatism).lar un Conspect cu privire la distribuirea calendarelor pe anul 1941 ne ofera o 
imagine de ansamblu asupra circulatici periodicelor in spatiul transilvan. Situapa in 
protopopiate era urmatoarea: Bistrifa ( 20 calendare cu scmatism, 150 calendare fara 
§ematism), Cluj (17, 95), Dej (35, 150), Huedin (14, 70), Lapu§ (24, 130), Reghin (29,200), 
Tg. Mure§ (21, 150), Ungura§ (26, 178), Baia Mare (- ,100), Satu Mare (8,10), Maramure§ (- , 
50). A urmat §i o a doua edipe de calendare fara scmatism de care au beneficiat Episcopia 
Oradiei (700), protopopiatele: Lapu§ (110),Ungura§ (100), Bistrifa (30), parohiile Ibane§ti 

19 ACEC, III, 96/932, Calendarul pe 1933. 

20 ACEC.1616, III, 188/923, Calendarul diecezan 1924. 

21 ACEC, 2166, V/924, Bilanjul tipografiei. 

22 ACEC, III, 42/940, Calendarul pe 1941. 

23 idem 

24 ACEC, III, 76/939, Calendarul pe 1940. 

25 ACEC, III, 42/940, Calendarul pe 1941. 
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(150), Some§eni (10) §i o a treia distribuita masiv in protopopiatele Bistrija, Cluj, Dej, Lapu§, 
Reghin, Baia Mare, Satu Mare (100 exemplare fiecare) 26 precum §i altor doritori in cantitap 
mai mici. 

Ca o traditic Calendarul „ Clujul romanesc” era trimis si altor institu(ii de acela§i rang 
ca simbol al legaturilor spirituale §i ca gest diplomatic. Este vorba de Mitropoliile din Sibiu, 
Bucurcsti, Ia§i, Chisinau si Ccrnaup. Alteori avea loc chiar un schimb de calendare intre 
Eparhia Clujului §i alte episcopii sau mitropolii (Episcopia ortodoxa romana Oradea, 
Arhiepiscopia Ortodoxa Romana de Alba Iulia si Sibiu, Episcopia ortodoxa romana a 
Constanjei, Arhiepiscopia Chisinaului, Episcopia Ortodoxa Romana a Caransebe§ului). 
Episcopiei Clujului i s-au oferit prin coresponden(a alte calendare precum cele de la Episcopia 
Ortodoxa a Romanului, Mitropolia Greco-Catolica Blaj, Episcopia Ortodoxa a Buzaului 
(calendar de perete), Episcopia Ortodoxa a Hu§ilor, Mitropolia Ortodoxa Romana a Moldovei 
si Sucevei, Episcopia Ortodoxa a Maramure§ului, Episcopia Ortodoxa Arad, Episcopia 
Ortodoxa Ramnicu Valcea, Episcopia Ortodoxa Galatj (calendar de perete) sau Episcopia 
Ortodoxa de la Curtea de Arge§. Calendarele destinate personal itaplor aveau o tinuta grafica 
superioara, fiind legate „cu table tari” 27 §i denumite exemplare de onoare. 

Legaturile prin publicapi erau menpnute si cu institupi sau asociapi laice. Putem 
menpona aici faptul ca Episcopul Clujului a primit in 1940 Almanahul „Straja Jar'll ” 28 din 
partea societapi cu acclap nume. 

Incepand cu 1 ianuarie 1929, Tipografia Eparhiei Cluj va trimite cu regularitate 
Bibliotecii Consiliului Central din Bucurcsti cate un exemplar din toate cartilc si bro§urile 
tiparite, deci inclusiv Calendarul. De altfel adresa oficiala primita de la acest for bucurcstcan, 
dorind sa sublinieze important constituirii unei colcctii naponalc de periodice, menponeaza: 
„Si nu va fi lipsit de interes, daca peste vremi, cand unele din publicapilc actuale, vor fi incetat 
de mult a mai apare, iar unele din lucrarile editate de mult, se vor fi epuizat, aici, in Biblioteca 
intregii Biserici, care va insemna o mica academie religioasa, se vor pastra pentru totdeauna, 
toate florile culturale ce cresc in timp, pe ogorul Bisericii, dela cele mai modeste, pana la cele 
mai de seama.” 29 Fragmentul cvidentiaza ca initiatorii acestui proiect au anticipat acum aproape 
un secol interesul postcritapi pentru producjia de periodice religioase interbelice. 


26 idem 

27 ACEC.7757, III, 489/930, Calendarul pe 1931. 

28 ACEC, III, 76/939, Calendarul pe 1940. 

29 ACEC, 60, III, 170/928, Calendarul pe 1929. 
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in acelasi an, 1929, s-a emis o lege pin care Fundatiunea Universitara „ Regele 
Ferdinand I” cu sediul in Ia§i era indrcptatjta sa primeasca cate un exemplar din toate 
publicapilc care se tipareau la acea ora in |ara. Drept urmare §i Tipografia Eparhiala a primit o 
cerere 30 , iar Calendarul a ajuns impreuna cu alte publicatii clujene in biblioteca ie§eana. 

Calendarul era asteptat chiar si de funcponarii din Centrul Eparhial. Jinandu-se eviden|a 
in acest sens, avem Tabloid calendarelor cu $ematism pro 1931 distribuitpentru birouri. Dintre 
beneficiari amintim: PSS Episcopul, Directorul Academiei Teologice, Directiunca 
Seminarului, Registru , Arhiva Eparhiala, Libraria Eparhiala §.a. 

Dupa 1940 in Ardealul de nord, publicarea calendarelor ia amploare, fapt regasit §i intr- 
o insemnare oficiala. Un grup de intelectuali din Oradea au cerut sprijinul Eparhiei Cluj pentru 
a putea la randul lor sa scoata un calendar pentru jaranii din regiune 31 ,opresionaji nu doar politic 
ci §i cultural. Eparhia Clujului le-a furnizat toate datele solicitate, in semn de solidaritate 
nationals §i confesionala. 

Calendarul a aparut incepand cu anii ’40 sub o noua denumire: Calendarul crepinului 
de lege rasariteana. Nici un document nu aduce vreo lamurire cu privire la acest fapt. Credem 
totusi ca modificarea a venit pe fondul noului context politic. Sub stapanirea ungara de buna 
seama ca o publicapc purtand numele Clujul romanesc nu era tolerata sub nici o forma, cu atat 
mai mult cu cat Clujul a devenit Kolozsvar si nu mai era deloc romanesc. 

Preojii i§i aduceau contribupa la redactarea calendarelor prin datele care le fumizau 
anual pentru intocmirea scmatismclor. 

Din corcspondcnta clerului reiese interesul pentru a realiza calendare cat mai atractive 
pentru masele de cititori si care sa-§i dovedeasca eficien|a in misiunea cultural-spirituala a 
Bisericii: „in ce privcstc partea literara as crede sa fie mai variata §i de conpnut religios-moral 
potrivita si pentru popor in mijlocul caruia va trebui sa-1 desfasuram cat mai mult pentru 
propaganda religios-morala-ortodoxa.” 32 Administratorul protopopiatului Aiud transmite catre 
Consistoriul Eparhial : „..in viitorul calendar partea literara sa fie mai bogata” 33 sau cel din 
Turda: „Alaturat % Va transpunem §ematizmul comunelor noastre tractuale corectat cu datele 
actuale - spre intrebuin|are la redactarea Calendarului Diecesan, care vcti binevoi a-1 adapta 
pe viitor §i pentru trcbuintclc poporului.” 34 Aceste sugestii veneau ca urmare a Ordinului 


30 idem 

31 idem 

32 Protopopul Zaharia Marcu al tractului Cetatea de peatra in ACEC, 835, II, 109/ 923, Publicarea uriui §ematism. 

33 ACEC, 835, II, 109/ 923, Publicarea unui $ematism. 

34 ACEC, 835, II, 109/ 923, Publicarea unui §ematism. 
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Veneratului Consistor nr.1616/1923 35 prin care nu se solicitau doar datele statistice pentru 
§ematism, ci li se ccrea prcoplor sa faca obscrvapi pe marginea continutului calendarelor. Toate 
parerile converg in aceiasi dirccpc: calendarerele nu erau suficient de accesibile pentru publicul 
rural, impunandu-se o augmentare §i o diversificare a parjii literare. Aceasta nemultumirc va 
mai aparea in corespondent clericala iar redactorii vor incerca sa imbunatajcasca constant 
Parted literara. Uneori insa continutul ei era la fel de oficial si neatractiv, mai ales pentru masa 
mare de cititori. 

La nivelul episcopiilor se purta un dialog referitor la partea calendaristica care ulterior 
aparea in Calendarul tip almanah.Proiectul de calendar era intocmit de Cancelaria Sfantului 
Sinod si servea drept norma la tiparirea calendarelor eparhiale in vederea menpncrii unei 
randuieli comune. 

Lista targurilor prezenta in paginile finale ale calendarelor trebuia reactualizata 
periodic.In anul 1938 de pilda , Eparhia Clujului a lansat un apel catre Camerele de comer} din 
Transilvania pentru a primi in timp util datele targurilor. Au raspuns apelului Camerele de 
comerf §i industrie din Tg. Mure§, Arad, Oradea, Lugoj, Satu Mare, Sibiu, Zalau, Deva, 
Timisoara, Brasov, Prefectura judefului Nasaud, Prefectura judefului Tarnava Mica, 
Prefectura judetului Treiscaun. 36 Publicarea acestora facea un bun serviciu populapei rurale, a 
carei activitate era strans legata de targuri. Aici i§i puteau valorilica produsele si animalele, dar 
i§i procurau si cele necesare existen^ei. 

Pentru acuratctca datelor astronomice redactorii calendarului clujean colaborau cu 
Observatorul Astronomic din Bucurcsti. 37 

Un detaliu important al redactarii publicapilor erau cU§eele. Este vorba despre 
i lust rati ilc care reflectau cu predilcctic via|a religioasa din Eparhie, reprezentau portrete ale 
unor personalitap (membrii ai Casei regale a Romaniei, arhierei, oameni de cultura sau 
binefacatori ai Bisericii), reproduceri dupa opere de arta celebre sau scene din viapi rurala. 

Continutul calendarelor s-a modilicat treptat sub influenza vremurilor, facand loc 
articolelor impuse de regimurile politice. „Cuvant catre muncitori” 38 , „Realizarile coopcratici 


35 idem 

36 ACEC, HI, 73/938, Calendarul pe 1939. 

37 ACEC, IK, 48/ 945, Calendarul pe 1946. 

38 Calendarul creftinului de lege rdsariteana pe anul comun 1947, Editura Episcopiei Ortodoxe Romane Cluj, 

p.101. 
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romane din Ardealul de Nord” 39 sau „Spre o lume noua” 40 au devenit titluri comune, prevestind 
alterarea de dupa 1948 cand , ascrviji statului, erau ncvoip a publica „Date din istoria Miscarii 
muncitorcsti Internationale §i Romane” 41 . incepand cu 1950 Calendarul s-a numit Almanahul 
cre§tin ortodoxpe anul comun... , concentrand intr-o singura publica|ie calendarele de la Cluj, 
Sibiu si Oradea. Din 1952 a aparut doar la Sibiu.Dupa cajiva ani sufera o noua metamorfoza 
- devine Indrumator bisericesc si-si pierde total caracterul de popularizare. 

Cei care au coordonat intregul proces „de facere” a Calendarului „ Clujul romanesc ” 
erau functionarii eparhiali - protoiereul Dumitru Antal §i consilierul eparhial Sebastian 
Stanca 42 Sarcina lor era de a aduna materialele §i de a redacta Calendarul pana in luna 
septembrie.Mai tarziu aceasta sarcina a revenit prot. I. Goron, numele sau bind mentionat pe 
coperta interioara a Calendarului crept nului de lege rasariteana, in so tit de titulatura editor 
responsabil. 

Cunoscand o arie atat de larga de raspandire, fiind atat de cautat §i lecturat, Calendarul 
§i-a indeplinit menirea pentru care a fost creat: a intrat in casele tarancsti an de an, aducand 
lumina invataturii si credintei, sfatuind, indrumand si informand pe cei pentru care era probabil 
unica sursa de informare scrisa. 

Calendarul Eparhiei Ortodoxe Cluj a constituit o forma de implicare activa a Bisericii 
in viata cultural-religioasa a satului romanesc. El a fost rezultatul con§tientizarii profunde a 
nevoilor spirituale ale poporului caruia au incercat sa-i sadeasca in suflet principii sanatoase, 
inspirate din valorile nationale, creatine dar si umane. 


BIBLIOGRAFIE 

Arhive: 

1. Arhiva Centrului Eparhial Cluj 

2. Publicatii: 

3. Calendarul „Clujul romanesc” pe anii 1930, 1931, 1933, 1934, Tiparul 
Tipografiei Eparhiei Ortodoxe Romane Cluj. 


39 Calendarul crepinului de lege rasariteana pe anul comun 1943, Editura Episcopiei Ortodoxe Romane 
Kolozsvar -Cluj, pp.104-107. 

40 Calendarul crepinului de lege rasariteana pe anul comun 1942, Editura Episcopiei Ortodoxe Romane 
Kolozsvar -Cluj, pp.71-73. 

41 Calendarul crepinului de lege rasariteana pe anul comun 1949, Editura Episcopiei Ortodoxe Romane Cluj, pp. 
33-37. 

42 ACEC, III, 96/932, Calendarul pe 1933. 


1463 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


4. Calendarul crcstinului de lege rasariteana pe anii 1942,1943,1947,1949, 
Editura Episcopiei Ortodoxe Romane Cluj. 

5. Almanahul cre§tin ortodox pe anii 1950-1952,Tiparul Tipografiei 
„Reintregirea” Sibiu. 

6. Indrumator bisericesc pe anul bisect de la Hristos 1972, Tiparul Tipografiei 
Eparhiale Sibiu. 

The research presented in this paper was supported by the European Social Fund under 
the responsibility of the Managing Authority for the Sectoral Operational Programme for 
Human Resources Development, as part of the grant POSDRU/159/1.5/S/133652. 


1464 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


SUPERVISION AND SUBMISSION IN THE PHENOMENON OF 
PROSTITUTION IN FRANCE IN THE 19TH CENTURY 


Tok Madalina Ioana 

PhD Student, ’’Babes-Bolyai” University of Cluj-Napoca 


Abstract: Prostitution has been a very present phenomenon in French society and known as a taboo, 
mysterious and delicate subject, but it's existence has influenced the evolution of civilization. In the 
second half of the nineteen century the French reglementarism is the most dominant movement and 
prostitution is a necessary evil. The sexual morality is the main idea in the society especially in which 
regards the bourgeoisie class as they frequent the brothels being the first customers; prostitution will 
only be accepted on certain conditions. The book ‘’The prostitution in the city of Paris” written by 
Alexandre Parent-Duchatelet is a research on prostitution in the nineteenth century regarding various 
aspects: moral, administrative and hygienist and represented a code, a starting point for doctors, 
historians, researchers who have tried to understand and deepen this topic. Condemned by the Church 
and by society itself, prostitution became increasingly a recognized subject, tolerated and controlled 
by the state. Prostitution becomes legalized and supervised. Prostitutes are registered and locked in 
brothels, controlled through hygienic sanitary controls, and deprived of any personal freedom. Finally 
there is a fall of the reglementarist project and prostitution transforms into another meaning. The house 
of tolerance loses the most of its clientele because of the clandestinity. Over the congresses of the 1880s, 
there are several differences regarding this subject. It was at that time that feminist Josephine Butler 
rose against reglementarism and organized an association dedicated to women's rights, considering 
that this practice became indignant and that it transformed the woman into a State victim. The Liberals 
with Yves Guillot did not agree with reglementarism, claming that a woman is free of his body. For the 
liberal abolitionists venal love is voluntary, agreed by both man and woman and the State does not have 
the right to in tervene, because woman body is seen as the property of the woman who can use it as she 
wants. In any cases, what is important to remember is that prostitution was considered differently over 
time depending on the currents and the contexts of the times that influenced the habits and the decisions. 

Keywords: prostitution, supervision, submission, reglementarism, morality 


La prostitution a ete depuis longtemps un phenomene bien present dans la societe 
francaisc coimne sujet tabou, mysterieux et delicat. Analyser la prostitution en tant que realite 
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de la vie sociale et culturelle signifie ouvrir un debat sur un theme pcrgu comme honteux au 111 
des annees, mais qui a influence 1’evolution de la civilisation. Vu comme un aspect indecent, 
il est souvent laisse du cote, marginalise, revelant assez souvent des blocages mentaux lorsqu’il 
s’agit d’une analyse plus detaillee. Discuter d’un sujet comme la prostitution c’est ouvrir un 
debat sur le corps humain, sur la sexualite et sur les rapports interhumains. 1 

La femme a toujours ete decrite dans differentes situations, mais la prostituee porte sur 
elle une aura d’ombre concernant sa vie et son apparition. Nous avons lu des oeuvres dediees a 
la femme plutot innocente, pure, romantique adoree par les poetes, les ecrivains de la premiere 
moitie du XIX e siecle qui mettaient la femme sur un piedestal, en l’associant avec la femme 
sans defauts, presque parfaite. La prostituee et l’image de l’interdit peuvent produire diverses 
reactions vu que la femme est souvent associee aux relations charnelles. Mais le phenomene 
ne se reduit pas a cet aspect. La prostitution est un episode reel et puissant surtout au XIXe 
siecle quand la societe, la litterature et l’art se concentrent autour de ce theme et l’adoptent 
comme sujet central 

En ce qui concerne la prostitution, si on analyse la premiere moitie du XIX e siecle on 
trouve que le projet reglementariste est le mouvement dominant. L’idee principale est que la 
prostitution est un mal necessaire, idee soutenue aussi par le medecin Parent-Duchatelet, cite 
par Alain Corbin dans son livre, Les filles de noces. Ainsi, Parent-Duchatelet se proclame un 
souteneur des prostituees en disant que : « Elies contribuent au maintien de l'ordre et de 
tranquillite dans la societe [...] sans la fdle pub li que en effet, 1'horn me qui a des desirs, 
pervertira vos lilies et vos domestiques...il mettra le trouble dans les menages [...] la 
prostitution est un phenomene excrementiel indispensable qui protege le corps social de la 
maladie ». 2 

Ainsi, au XIX e siecle c’est la morale sexuelle qui traverse la societe surtout la 
bourgeoisie parce que ce sont les bourgeois qui frequentent le plus souvent les maisons closes 
et qui en sont les premiers clients. Ainsi comme Parent-Duchatelet l’affirme, la prostitution 
maintient l'equilibre et l’ordre de la societe. Mais avant toute chose, la morale etait l’aspect le 
plus important, c’est la raison pour laquelle la prostitution ne sera acceptee que sur certaines 
conditions parce que ce qui gene c’est moins l’acte sexuel en tant que tel que la visibilite dans 


1 Dufour, Rose, Je vous salue — : Marion, Carmen, Clementine, Eddy, Jo-Annie, Nancy, Jade, Lili, Virginie, 
Marie-Pierre : le point zero de la prostitution, MultiMondes, 2005, p. 1. 

2 Alain Corbin, Les filles de noce, misere sexuelle et prostitution (19e siecle), Paris, Flammarion, 1982, pp. 15- 


16 . 
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respace publique. Le livre De la prostitution dans la ville de Paris est une recherche sur la 
prostitution au XIX e siecle du point de vue moral, administratif et hygieniste et a represente un 
code, un point de depart pour les medecins, les historiens, les chercheurs qui ont essaye de 
comprendre et d’approfondir ce sujet. 

L’Etat etait attentif pour que la bienseance ne soit pas perturbee et que la societe 
n’arrive pas au desordre. On a peur que la prostitue contamine par son vice parce qu'elle est la 
figure antonymique de la femme bourgeoise qui est une femme integre et respectable. De cette 
maniere, le pere bourgeois est tres attentif avec sa fille et la tient a 1’ ecart des prostituees pour 
qu’elle n'adopte pas des attitudes inconvenantes. En meme temps il est conscient qu’une jeune 
fille pourrait a tout moment l’imiter ou entrer dans le monde des canailles. 3 Lorsqu’il s’agit de 
la perversite, Michel Foucault remarque dans L'histoire de la sexualite que : 

« La societe bourgeoise du XIX e siecle, la notre encore sans doute, est une societe de la 
perversion eclatante et eclatee. [...] II s'agit plutot du type de pouvoir qu'elle a fait fonctionner 
sur le corps et sur le sexe. Ce pouvoir justement n'a ni la forme de la loi ni les effets de Einterdit. 
[...] II ne l'exclut pas, il l'inclut dans le corps cornme mode de specification des individus. » 4 

Ainsi comine Foucault le releve, on comprend que la sexualite n'a pas ete interdite dans 
le XIX e siecle, mais elle a declenche le pouvoir sur le sexe. Si la sexualite n'est pas envisagee 
comme interdiction, par contre elle est cachee, comine l’attestent les maisons de tolerance. Il 
s’agissait done d’une prostitution qui se manifestait et tout le monde en etait au courant, mais 
on empechait le phenomene de se reveler ouvertement dans les lieux publics. De cette facon, 
il a fallu intervenir pour surveiller l’acte prostitutionnel en tant que tel et les consequences qui 
auraient pu apparaitre. 

D’abord condamnee par l’Eglise et par la societe elle-meme, la prostitution devient de 
plus en plus un sujet reconnu, tolere et controle par l’Etat. Elle devient le motif dont on se sert 
pour satisfaire le besoin des homines et pour preserver la tranquillite de la societe bourgeoise. 
La prostitution, toleree jusqu’au XIXe siecle devient legalisee et surveillee. Le controle de ce 
phenomene etait necessaire pour defendre la famille bourgeoise et la maintenir en tant que 
heritiere du capital. 5 Done, e'est la question du pouvoir et de la defense contre la misere que 
le reglementarisme met en scene et ainsi comme Michel Foucault l'affirme, « Plaisir et pouvoir 


3 Jean-Noel Jeanneney, La prostitution au XIX 1 siecle - Vinterdire ou pas ?, diffuse le 03.11.2012, a lOh, Radio 
France Culture, disponible sur : http://www.franceculture.fr/player/reecouter?play=4527633. 

4 Michel Foucault, Histoire de la sexualite 1, La volonte de savoir , Paris, Gallimard, 1976, p. 64. 

5 Alexandra Kollontai, Les problemes de la prostitution , p. 1, disponible sur: 

http://www.marxists.org/francais/kollontai/works/1909/00/akoll_1909_prosti.pdf 


1467 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


ne s'annulent pas ; ils ne se retournent pas l'un contre T autre ; ils se poursuivent, se 
chevauchent et se relancent ». 6 II y a done une interdependance entre le plaisir et le pouvoir et 
la prostitution devient le moyen pour retablir l'ordre et 1' equilibre. Le reglementarisme se fonde 
sur l’idee que L equilibre existe lorsque Facte sexuel masculin est accompli. C’est la raison 
pour laquelle les prostituees doivent assouvir les besoins des homines mais en silence parce 
que Lamour venal ne doit pas etre publique. Par contre, si elle n'est pas publique elle doit etre 
quand meme controlee par la police des moeurs pour proteger les yeux des jeunes filles et la 
sante des families. 7 

Le reglementarisme est base sur l’idee que le phenomene de la prostitution est 
inevitable, est un mal necessaire ; encouragee, elle contribue a une vie equilibree. L’homme 
est done libre de trouver les moyens pour satisfaire ses besoins physiques, mais quelle est la 
situation des femmes dans ce projet ? II ne reste qu’a les enfermer, les surveiller pour qu’elles 
puissent contribuer a la stabilite de l’homme, une stabilite physiologique et morale. 

Les filles publiques sont inscrites et enfermees dans les maisons closes, surveillees par 
1’intermediate des controles sanitaires des hygieniques, et privees de toute liberte individuelle. 
Cet aspect est base sur la situation economique des prostituees, sur leur misere sociale. La 
situation defavorable oblige les filles d’accepter une vie menee dans une maison close, bien 
qu’elles soient exploitees tout au long de leur vie par la tenanciere et soumises au controle de 
l’Etat. 8 Et lorsqu’on parle d’enfermement, il faut mentionner que la surveillance est appliquee 
meme pour l’acte sexuel proprement dit. Aucune liberte ne peut etre envisagee au moment ou 
il s’agit d’une prostitution toleree, mais controlee par 1’administration. 

Ainsi, l’acte sexuel se realise sous le regard de la tenanciere ou au moins il doit se 
realiser dans une chambre visible du dehors. Cet aspect est necessaire pour eviter les turpitudes. 
« Tout cela a pour but d’abimer le moins possible la moralite du client, jeune celibataire ou 
epoux frustre, et de le rendre presque intact a ses parents, a son epouse, a sa famille. » 9 Ainsi, 
l’homme se sert des services de la prostituee, mais aucune trace ne doit reveler les activites 
chamelles qu’il entreprend au dehors de la maison conjugale. Il faut que les rapports entre 
l’homme et la prostituee soient discrets. Mais il faut avoir quand meme un acces pour surveiller 

6 Michel Foucault, op.cit., pp. 66-67. 

7 Yannick Ripa, « Comment on aboli les maisons closes », article soumis le 01.01.2013, dans I'Histoire , n.383, 
p.42, disponible sur: http://www.histoire.presse.fr/actualite/infos/comment-on-a-aboli-maisons-closes 

8 Helene Assekour, « Viols, maisons closes, misere sexuelle...5 idees replies sur la prostitution », in Le Nouvel 
Observateur, publie le 20.07. 2012, disponible sur : http://leplus.nouvelobs.com/contribution/596198-5-idees- 
recues-sur-la-prostitution.html 

9 Alain Corbin, « Le mal necessaire ? », dans I’Histoire, 383, janvier 2013, p. 40. 
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ce qui se passe derriere la porte. Toutefois, tout ce qui est ferme, tend a se diriger vers 
l’ouverture. Le phenomene de la prostitution ne reste pas reduit au reglementarisme, le sujet se 
developpe en meme temps avec la societe et avec la perception publique de ce theme. 

Finalement il y a une chute du projet reglementariste et la prostitution evolue vers 
d’autres conceptions. A partir de la deuxieme moitie du XIX e siecle, le concept de maison de 
tolerance commence a voir diminuer sa signification initiale. La maison perd une grande partie 
de sa clientele a cause d’un nombre plus important des clandestines qui apparaissent. Cela 
remet en cause le projet de tolerance de la prostitution qui etait sous le controle strict de l’Etat. 
La sexualite liberee est consideree une menace pour la famille, pour la race et pour le sang. 
Ainsi, la fin de la reglementation apporte un grand risque social de contamination. Elle est vue 
comme un vice social qui se repand dans la communaute des honnetes femmes, d’ou l’echec 
du controle sanitaire et E impossibility de faire face aux grand nombre de filles insoumises. 10 

Au fil des congres des annees 1880, il y a plusieurs divergences concemant ce sujet. 
C'est a ce moment-la que les feministes avec Josephine Butler se levent contre le 
reglementarisme et organisent cette association consacree aux droits de la femme. Ce projet est 
contre la prostitution qui implique un esclavage reglemente par l’Etat otant toute la dignite a la 
femme. De plus, le controle de l’Etat enleve la liberte feminine et encourage l’independance 
de l’homme. De cette maniere, la femme est mise hors la loi car si cette loi s’applique, la femme 
est traitee comme un animal. C'est la raison pour laquelle Josephine Butler lutte pour 
1'abolitionnisme du systeme reglementariste et considere que par cette pratique la femme 
devient indigne et done une victime de l’Etat. 11 Les feministes defendent ainsi la liberte de la 
femme et la morale. Leur but est de sauver la femme prostituee de la debauche et de la 
reinstaller dans la societe comme femme digne. 

En mars 1875 nait 1’abolitionnisme avec la fondation de la federation britannique et 
continentale pour l’abolition de la prostitution. 12 Par contre, les liberaux avec Yves Guillot 
s'opposent au reglementarisme soutenant qu'une femme est fibre de son corps et en soutenant 
que « La femme a le droit de disposer d'elle-meme, de sa beaute, de son corps. » 13 Pour Guillot, 
la critique est d’ordre politique contre la police des moeurs qui encourage le proxenetisme et 


10 

11 

12 

13 


Ibid ., pp. 193-194. 

Jean-Noel Jeanneney, La prostitution au XIXe siecle - I'interdire ou pas ?, op. cit. 
Yannick Ripa, « Comment on a aboli les maisons closes », op. cit., p. 46. 

Ibid. 


1469 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


vise le chef de la premiere division de la prefecture, Charles-Jerome Lecour. II lutte pour les 
droits egaux entre les femmes et les homines et critique le traitement des prostituees. 14 

Ainsi, pour les abolitionnistes liberates V amour venal est un acte volontaire, consenti 
par les deux et l’Etat n’a pas le droit d'intervenir. Le corps est envisage comme la propriete de 
la femme qu'elle peut utiliser comme elle veut. Yves Guillot ne sera jamais prohibitionniste, 
la base de ses idees revele le fait qu'un individu est libre de faire ce qu'il veut de son corps. 
Par exemple si quelqu'un est contamine, il ne doit pas porter plainte parce que c'est lui qui 
s’est engage volontairement en sachant qu’il pouvait etre contamine. Et done si le client qui 
rencontre la prostituee est un etre conscient, il doit aussi assumer les risques qui peuvent 
apparaitre. 

Il dit aussi que si une prostituee veut faire un contrat avec un proxenete, cela ne nous 
regarde pas parce qu’elle est un etre adulte, libre, et que la prostitution est un metier comme 
les autres, que la prostituee peut choisir ou pas. 15 En ce qui concerne la question du choix meme 
Simone de Beauvoir considere que la femme a le choix entre femme de menage ou femme de 
maison parce que lorsqu’elle se marie, cela est une forme de prostitution car elle est installee 
dans l’immeuble et le mari apporte l'argent. A cause de ce fait, elle donnera son corps a son 
mari, aspect interprets comme une forme de remerciement. 16 Cette theorie ne se fonde plus sur 
la question du phenomene prostitutionnel, elle glisse et se concentre plutot sur la question du 
manage et du feminisme en general. 

En guise de conclusion, 1’image des fdles publiques se cree autour des reabtes du siecle 
par les reactions, par les projets et surtout par le controle de L’Etat qui a essaye de trouver un 
equilibre entre le plaisir et le pouvoir alln de preserver la morale bourgeoise. Phenomene 
omnipresent, son expansion etait visible, c’est la raison pour laquelle les gens ne pouvaient pas 
rester indifferents face a son explosion. L’essai de preserver la moralite du siecle a ete une 
demarche qui avait dure plusieurs annees. 

Lorsqu’il s’agit de la prostitution, bien que les projets reglementariste ou abolitionniste 
n’aient pas continue, le phenomene s’est developpe tout au long du siecle sous differents 
aspects en creant des changements sur les domaines social, litteraire et artistique. 
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CONSTANT TONEGARU: BEHIND THE VEILED DISCOURSE 
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Abstract: the world as play, as theatre has long been a recurren t motif in literature; however, it is the 
Avant-Garde literature and, especially its poetry that brings the condition of the poet as clown, actor, 
buffoon under the attention of the public, in an equally comic and tragic attempt to resurrect the 
condition of the poet, to deal with the new reality of poetry, of language and of reality. Dramatic irony 
will be a solution chosen by many of the post-war poets, Constant Tonegaru among them, in order to 
bear the colliding tensions they were struggling with. 

Keywords: dramatic irony, post-war discourse, mask, role, actor, tension. 


It is well known that Romanticism is synonym with distance, as well as with the fall. 
When it comes to poetry, however, the distance of the poet from his object allows him to better 
manipulate it. The poet is no longer inhabited by the god, but is his own master and, at the same 
time, the master of his own poetry. The consciousness of convention is thus bom, and the limits 
of the poetic game become the limits of the poetic language, proudly separated from the 
mundane one. The game of poetry as combinatory art marks the artificiality of the poetical 
universe, exulted by the Symbolists, acknowledged with self-irony by them and defended from 
a profane public, felt more and more acutely, until the Avant-Garde rebellion of the spectacular 
game, its flamboyant and mocking use of the poetic props, its persiflage of the poet’s masks, 
degraded to clown, buffoon, tumbler. After the Avant-Garde comes a period of lucid 
consciousness regarding the inevitable conventions of the poetical language, compensated by 
the freedom given by the parodic setting up of dusty lyrical forms, “intr-o innoita comedie a 
literaturii, ca purgatoriu necesar expresiei” 1 . The fact that they have become permanent in 
Postmodernism must be understood as an active connection to tradition, rejected and embraced 
at the same time. 


1 Ion Pop, Jocul poeziei, Cluj-Napoca: Casa Cartii de Stiinta, 2006, p. 18. Our short history of poetry as game is 
indebted to his work. 
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In our previous research 2 on the poetical forms of irony, we suggested a type of irony 
defined as dramatic irony, whose meaning was derived from the game theory, and which 
became manifest through paidia and ludus, on one part, and through simulacrum, on the other 
part, both preserving from the usual concept of dramatic irony the character of the theatrical 
play, of the setting up, of the dramatic representation, as well as the complicity with the reader. 
We thus suggested the agon-al irony as that type of irony where the competitive function of 
the game is prevalent; in the case of poetic irony, we may speak of a competition between the 
poet and himself, a showcase of his poetical abilities, of his s ki lls in using words. The 
simulacrum irony or the travestied irony translates the mimicry of the game, where the player, 
in the case of poetry, the poet, plays, making believe or believing himself to be someone else. 
It means, just like mimicry, the temporary acceptance of an illusion, of a second rang fictive 
universe, after that of poetry, for whose sake the ironic poet-player may use entire theatrical 
props. The travestied irony or the simulacrum irony means framing the text and using an entire 
array of masks in order to create the necessary illusion. 

The gesture has a double meaning: beyond a propensity for the dramatic, the poet of 
the travestied irony enforces a new convention; he knowingly uses a convention, the theatrical 
one, in order to be able to deal with the convention of poetry. Irony will thus make poetry 
emerge in the dramatic, in order to point both to the convention of theatricality, and to what it 
supersedes it, to what falls to free, unprogrammed, unmasked expression. The dramatic is not 
a simple decoy, nor does it have the degraded function to show as a negative example for what 
poetry should not mean or be. Were that the meaning of the dramatic in the case of these ironic 
poets, their poetry would simply be hypocritical, sarcastic, or, in the best of cases, satirical in 
its intentions for aesthetic reform. On the contrary, the dramatic becomes here, with the poets 
of travestied irony, a convention embraced as a necessary condition for art. Poetry is necessarily 
a convention, one from which the poet cannot free himself; even more, while he writes within 
the norms of the genre, he implicitly accepts it. But he can, nevertheless, point to what 
overcomes convention, towards the freedom beyond it. One may not escape poetry, but one 
may hope to overcome it. 

There will thus be poets, like Geo Dumitrescu or Constant Tonegaru, who will thicken 
the norms of convention only to imply that there is more beyond it. The gesture is ironic: they 
will use the very convention of the scene, of the role and of the mask, which all point to the 


2 Veronica Buta, Formele poetice ale ironiei , Cluj-Napoca: Casa Cartii de Stiinta, 2015. 
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existence of an actor with a clear individuality behind the mask and the role, as well as to a 
world behind the scene. And even if the implications of the motif of the game and of the scene 
are well known and can be extended to the world as theatre, the world that plays, plays itself 
and is played, the infiltration of the dramatic beyond its limits as artistic convention prove that 
there is a world which can be corrupted by the dramatic. 

The poets of the lost generation change gears; their refusal to act as ministers of poetry 
and immerse themselves in the lyrical mysteries which only they could translate or 
communicate has not been accepted or understood as a programmatic gesture by all literary 
critics. Al. Piru 3 thus warns against the Tonegaru’s inability to take himself seriously and to 
bring to good use the brightness of self-irony. Always posing, “poetul nu e in stare a-si impune 
figura de cabotin, cazand mai intotdeauna in arlechinade grotesti, ori in exaltari baroce”, like 
he does in: “Nu stiu daca sunt indeajuns poet mare,/ sa fiu papuse de ceara langa Marat si 
Camille Desmoullins? Sa n-am inima sau fitil ca orice lumanare,/ pe bulevardul Montmartre in 
muzeu Grevin./ Totusi am o inima simpla ce bate cu desperare/ sa intre in femeile cu sanul 
fierbinte si crud/ pe care desenez cu cemeala o mare albastra,/ inchipuindu-mi ca sfarcurile 
sunt atolii din Sud./ Noaptea caligrafiez curtezanelor epitaful meu pe ferestre;/ “Sunt 
condotierul Tonegaru, fara spada;/ mi-am tocit-o ascutindu-mi ultimul creion/ sa scriu cum am 
dat in poezie cu o grenada”./ lata, sa-ti aduc de la lupta femurul meu sub balcon/ am trecut un 
fluviu ce-si suna solzii in galop arbitrar,/ ducand in alte sfere, ca pe un calaret fantastic,/ 
armatura mea proletara de var.// Un inger isi desfrunzeste din aripi albul arctic,/ amintindu-mi 
cum am fost un apostrof, o virgula pe cer;/ trist, trist, langa trombarina cu coardele sparte,/ 
astept sa plec cu o garoafa alba la rever.” 

Another critic of the post-war poetry of the “Albatros” poets, by far the most bitter, is 
Cornel Regman. Writing about a certain type of young poetry written in Bucharest, post¬ 
surrealist, he sees it at: “poezia acesta nu e lipsita in punctul de plecare de un putemic fond de 
lirism foarte valabil esteticeste, ea este inainte de toate, prin definite, o poezie a posturii, a 
mastii insasi a poetului si, ca atare, nu plastice si contemplative, si mai degraba teatrala, 
dansanta, de reactiuni fermecatoare ale actorului, de arlechinade, ce pot fi rand pe rand nu 
numai gratioase si decorative, dar si sarcastice, caricaturale si bufone, uneori evoluand chiar 
pana la tragicul sublim ori grotesc. O poezie asadar a rictusului si a pozei totdeauna de mare 
efect, cand e autentica si originala (la noi: Macedonski si Bacovia), altminteri subminata tot 


3 Al. Pirn, Panorama deceniului literar romanesc 1940-1950, Bucharest: Editura pcntru literature, 1968, p. 170 
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timpul de facilitate si puerilitati. E pericolul care ameninta si pe tinerii nostri poeti exploratori 
de originalitati scump platite, intr-o supralicitare fara masura, ca in aceste versuri, probabil 
roade ale rivalitatii Tonegaru-Geo Dumitrescu” 4 : “Cum stelele s-au urcat pe cer nu stiu,/ nici 
cum trei au ramas pe-o eticheta;/ scrie: JAMAICA virgula COGNAC IMPORTAT/ si pe poza 
o creola zambeste cocheta.” 

Cornel Regman 5 then refers to an indefatigable joy, bereft of all meaning, quoting the 
verses: “De mult astrii murisera de gripa si cu exceptii/ unii mai aveau doua colturi ca jandarmii 
italieni la chipiu,/ iar altii pastrau integral geometria in oceanul celest..or “Nu stiu cum dracu 
facuse domnul cu gambeta/ avea in baraca o cusca cu tigri lihniti/ rontaind printre gratii oase 
de vaca/ si-n fund mai era un loc cu galben drapat/ unde corbul celebru nemiscat croncanea:/ - 
Nevermore!”, despite the fact that the last quoted poem is actually a quite grim and grotesque 
vision of a county fair, meant to inspire the exact over-bearing joy at the surface, which proves 
to be faded, artificial in depth. The poem is the very denunciation of what Regman accuses it 
off. Moreover, the downfall of all the noble landmarks of poetry are the signs of a crisis deeply 
felt by the lyrical persona, who still believes in them, only to realize, at the same, their painful 
inadequacy. Here lies the essence of Tonegaru’s game: “romanticul, cavalerul, trubadurul din 
el intra in concurenta cu un alt nivel de constiinta, cu un alt limbaj. Refuzate, acestea fac din 
durata ‘trubaduresca’ un melancholic refugiu fantezist; acceptate, ele ii dezvaluie 
‘inactualitatea’, o tranforma in pur spectacol, in poza si bravada. Lirismul tonegarian e 
alimentat de o astfel de permanenta oscilatie ce traduce, de fapt, o stare de fundamental 
incomoditate” 6 

However, Regman is no more satisfied with Tonegaru’s “serious” poems, which he sees 
an mere improvisations a la maniere de (and he goes on with an impressive list of poets whom 
Tonegaru seems to just copy): Poe (“Lumina se prelingea in lacrimi de faianta/ pe bratul meu 
stang caligrafiat de destin;/ caligrafiata de destin pe bratul meu stang duceam straveziu/ o 
ancora de galera, un cuvant: “desnadejde”, alta vorba: “speranta””), Emil Botta (“s-ar fi putut 
scrie pe mine: “acesta e cutare” si sa fiu pus pe soclu,/ caci intr-atat eram cuprins de tenebre pe 
unica banca,/ incat nu puteam sa clipesc de parca purtam la ochi monoclu”), Al. O. 
Theodorescu (“Mai era un profet al masinii de cusut,/ Insa Cain din limuzina/ 1-a strapuns cu 
lancea in sezut./ Ca unul ce fugise neispravit din uzina/ aveam si eu trupul inseilat..”), Urmuz 

4 Cornel Regman, Carti, autori, tendinte, Bucharest: Editura pentru literatura, 1967, pp. 302-303 

5 Ibidem, p. 303 

6 Ion Pop, Jocul poeziei, p. 197 
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(“Poetul Veniamin era rasucit/ ca o rufa stoarsa de atata venin./ Pe dusumele salta ca o broasca 
inima poetului/ cat o banita de porumb”) or Dimitrie Stelaru (“Un nufar pe cer inflorea 
noaptea,/ Un nufar cu petale de zinc,/ brumata cu sange dimineata/ Floarea Noptii murea.”), 
Demostene Botez (“Tramvaiul vechi era tras pe linie moarta,/ la o casa o fereastra era deschisa 
la etaj..Blaga (“Cu verde de lucema in sange subtire/ Umbla femeia venita din ani,/ pasari 
smintite fumegau de pe planeta/ sa intalneasca cenusa ratacita de vulcani”), Minulescu 
(“Meduzele palpita lent in golf/ si papagali multicolori isi dau pareri/ din tufe-n tufe de agave/ 
silabisind pe tonuri grave ca si studentii din Manilla/ cum se rosteste boala aceasta rostita vag 
de infirmieri.”). 

All in all, Tonegaru’s entire poetry appears to Regman as a pastiche and facile 
improvisation 7 . Not even Tonegaru’s protective ironies are agreed upon by Regman, even if he 
understands the poet’s need for contrast: “pentru sublinierea contrastului, grozaviile sunt spuse 
cu anume voiosie sprintena, nepasatoare” 8 : “am pus capat disonant valsului boston ce-1/ 
leganam in gand,/ c-un pocnet stingand dincolo de linii nu stiu/ pe cine cu o tigara”. This entire 
type of poetry, as he calls it, is under blame for Regman, in a fragment which constitutes one 
of the most severe convictions of post-war poetry, on the fault of not being “reasonable”: “genul 
acesta de poezie, asa cum e practicata de tinerii sai inventatori, nu e ‘rezonabiT. E, dimpotriva, 
burlesc si dement, ceea ce, la urma urmelor, n-ar impiedica spiritele subtile sa-1 guste ca pe un 
act gratuit fantezist si absurd si totodata ireverenta delicioasa la adresa fortelor guvernamentale 
ale Logicii si Bunului Simt. De-a dreptul suparatoare este insa ambitia industrioasa a poetului 
si a celor de-o seama cu dansul, carora zeci de poeme nu le ajung pentru indestularea unui 
capriciu poetic totusi minor, ale carui virtualitati s-ar fi consumat in modul cel mai firesc intre 
limitele decente ale ciclului-curiozitate” 9 

However, Gh. Grigurcu 10 sees justly this refusal to take himself seriously as Tonegaru’s 
way to set forward a different and paradoxical perspective for the renewal of the poetical 
language, by simulating that he ridicules it. “Punctul sau de sprijin e o exploatare a realului, 
discontinuu, disparat, desolemnizat, capabil de o combinatorie al carei resort nu e, ca la 
suprarealisti, dicteul automat, ci ironia. O ironie, deci o regie lucida aplicata perceptiei lirice, 


7 Cornel Regman, cited work , p. 307 

8 Ibidem, p. 309 

9 Ibidem, p. 310 

10 Gh. Grigurcu, De la Mihai Eminescu la Nicolae Labis, Bucharest: Minerva, 1989, p. 379 
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care isi ingaduie a folosi vechea recuzita, inclusiv poza trabuduresca si spumoasa asociere 
goliardica.” 11 

Tonegaru’s protest is, nevertheless, different from Geo Dumitrescu’s. The former 
played the card of the natural, of the wholesome expression, systematically refusing the 
poetical aura of the lyrical discourse. We support Ion Pop’s opinion 12 , who sees Tonegaru as a 
Romantic forced to censor his effusions without hiding his displeasure of having to do so. Two 
poems with similar themes, the contrast between the reality of war and its image for the younger 
poet, prove the differences between the two poets. In Libertatea de a trage cu pusca. Geo 
Dumitrescu counterbalances the image of the war with the heroic image of war pictured by a 
teenager, mimicking his own naive previous impressions and, at the same time, an entire type 
of patriotic poetry: “asediul Trebizondei”, with “Bonaparte, cabotinul” at whose side he saw 
himself “rostandizand pe pragul unui veac”, fighting “viteaz si inutil si graseiat la culme”. 
Tonegaru’s Plantatia de cuie plays with the same image of the absurd war, counterbalanced, 
this time, by the legendary image of war depicted by every child; the contrast between the toy 
soldiers and the atrocious mask of the real soldier is painfully felt: “Ceata legendei cu aburii 
sangelui/ isi dadea mana undeva pe campul de lupta,/ fireste, peste sarma ghimpata de care in 
salon pe covor/ invatam sa ma feresc tarandu-ma savant pe burta”, or “Pe urma o racheta -/ 
rosu-alb alta racheta pe nor;/ lata, imi spuneam, incepe cel mai mare atac la baioneta,/ in sfarsit, 
iata, imi spuneam, e ceva sa fii gladiator”. 

But where there is irony, there is freedom and Tonegaru’s poetry was seen more like 
the means by which the instinct for freedom celebrates itself 13 , with all its exotic features, the 
grand escapes and the colorful landscapes invoked. This exotic is thus the expression of a 
substantial lyrical protest against the arbitrary conditioning of individual life. 

This image Streinu wrote about is somehow contradicted by Grigurcu, who noted not 
only Tonegaru’s role of rebel, but also that of a prisoner: “Un rebel fara indoiala, Tonegaru nu 
inceteaza a fi si un prizonier. Cetatea, sediu al obligatiilor exasperante, al cliseelor alienante, e 
inamicul sau, dar si forma sa de damnare, tiparul vietii sale cotidiene. Climatul acesteia i-a 
fasonat sensibihtatea, i-a impregnat reactiile. Un citadinism residual devine descifrabil chiar in 
anticitadinismul sau violent. Protestul sau se dizolva in ‘smaltuT lucios, arderea se invaluie in 


11 Gh. Grigurcu, cited work , p. 379 

12 Ion Pop, Joculpoeziei , p. 196 

13 Vladimir Streinu, Pagini de critica literara, II. Marginalia, eseuri, Bucharest: Editura pentru literatura, 1968, 
p. 129 
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rafinamentul reflexelor ei” 14 : “Din timpul oraselor cu tigri protectori de smalt/ cobor de-atunci 
si marginea nu mai ating;/ doar aripile-mi arse din drumul caderii/ se scutura cu scrumul 
lucirilor care se sting”. 

This incessant duality, these counterbalancing opposite poles that deeply characterize 
Tonegaru’s poetry are possible through the use of the dramatic irony, which allows the persona 
to act on both its instincts: the Romantic sensibility and the contemporary lucidity. His lucidity 
will mock the soft Romantic core of his sensibility, while mourning it, at the same time, for its 
inadequacy. A possible escape from this constant inner conflict are the exotic adventures, a 
more ‘modern’ substitute for the Romantic-Symbolist one, and a game where his fantasy is free 
to roam. The poem Ultimul de la 1200 clearly states the poet’s condition: “Atat a fost - / Un 
inger refuzat si un blestem:/ ‘Te vei risipi ca apa din izvoare,/ in alt ev vei purta palarie,/ ghete 
cu talpa de carton si baston’/ Flamand de stele, el a murit pe trotuar”, “N-am banuit ca tarziul 
a venit,/ ca sunt singurul de la 1200 printre roboti si cai-putere”. Tonegaru not only lives within 
a role, he directly confesses it and assumes the role of an actor for his persona. He never hides 
the tricks of the trade, never shies away from applying his make-up in public, looking to express 
the moment the actor steps out of his role, all the while remaining an actor: “universul sau 
adesea romantic-poesc si estet trebuie sa apara dezafectat, iar poetul demis din functiile sale 
‘nobile’ de cavaler si trubadur: ‘Sunt condotierul Tonegaru fara spada:/ mi-am tocit-o 
ascutindu-mi ultimul creion/ sa scriu cum am dat in poezie cu o grenada’ - scrie el undeva, ca 
sa adauge, totusi, ca o corectura estetizanta a tinutei deteriorate: ‘trist, trist, langa trombarina 
cu coardele sparte, astept sa plec cu o garoafa alba la rever’ (Cantec pe hartie)” ls . 

Hence, the role of the tragic clown, a theme widely used by modernist poetry. The 
poet’s anguish is thus redirected under a tragic mask who lost not its shadow, but its man 
underneath: “Sunt Peter Schlemihl Altfel”, or “cavaler al ordinului ‘Lancea lui Don Quijote’”. 

When he repeatedly and insensately denies all Romantic props, he does so realizing that 
they are no longer adequate or fit with the times, and, at the same time, that he cannot do 
without them. What he can do, in order to avoid the condition of a marginal poet, is to deny 
them, to refute them, to mourn their artificial condition and to note their expiration date, never 
missing a nostalgic beat while he does so. As Ion Pop wrote, “Tonegaru retraieste, astfel, 
ruptura romantica dintre lumea interioara infinit deschisa si ‘cercul stramt’ al intelegerii unui 


14 Gh. Grigurcu, cited work , p. 382 

15 Ion Pop, Joculpoeziei, p. 198 
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public opac, in varianta, adusa la zi, a divortului dintre sensibilitatea poetica, prin excelenta 
umana, si ambianta desensibilizata a acelui ‘om nou’ al veacului supertehnicizat, persiflat si de 
un Geo Dumitrescu” 16 . 

It is dramatic irony the form of sensibility, the only form of sensibility, which allows 
the poet to impersonate both attitudes and gestures: to affirm and to deny, to dissimulate and 
to denounce. The crisis is not only a personal one; it marks and brings under question the very 
statute of poetry and of the poet. 

The research presented in this paper was supported by the European Social Fund 
under the responsibility of the Managing Authority for the Sectoral Operational Programme 
for Human Resources Development, as part of the grant POSDRU/159/1.5/S/133652. 
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Abstract: This essay aims to concentrate a short walk through some narrative spaces connected to the 
author’s way of living around the loneliness. The anguishing spirit of solitude accompanies him on 
three counterpointed trips, following three different directions: the sea -having as location the Writers' 
House from Neptune - where are being chained the ideas in a journal named Jumal la mare, then an 
international writers cruise on the Black Sea and the Aegean Sea, where he conceives another journal, 
this time named Contrajumal la mare, and not in the end, the last part of the book named Jurnalul 
american, where it’s being unveiled the image of the New World through a narrative architecture 
enhanced with dynamism and movement. 

The first part of thebook, A journal at sea, reveals an escape from the cloistered and dustyfilled space 
of Bucharest, left behind as a ,,vague memory" applied to himself by the author as a solution to 
deliverance. As a response to the loneliness, assumed around the sea, surrounded by people living and 
working in their absence, the author creates the second journal at sea but in a total oppostion to the 
first one therefore, entitled the Contrajumal la mare. 

Till the story of Contrajumal la mare the even ts were set out only to the extent of a justified need to 
withdraw in solitude. Here the even ts arrive as a result of reporting to the humanity of the protagonist 
who participates to a series of friendly discussions or interviews unexistent, in the first part of the book. 
It is therefore an apparent barrier which he created strictly between him and others ,,foreigners "or 
not, and the almost friendly environment in which it runs the second leg of the journey. 

The last part of,the adventures ", Jurnalul American, rebuilds a journey through the generous and 
interesting spaces of the New World. It is here systematically created the development of an amalgam 
of contradictions wich are being driven into a showteeming into the occupied territory of author’s soul 
populated by the romantic melancholy. In the last part of the book, Octavian Paler talks about a lesson 
that he reproduces rigorously in each row of the journal: Americans are living without problematize 
their existence, while the Europeans loose their essence by trying to perfect it, just managing to survive. 
The book creates a narrative space where the author mixes three ways of traveling, three ways of 
dealing with the solitude, all alone, between people he knows or between foreigners, abording a subject 
that promises an interesting approached stratagerne of mixing, in an unmistakable manner, the 
confession, the meditative essay, the autobiography and the mythology. 
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Lasand in urma cerintclc absurde ale societepi comuniste, producatoare de scrieri 
comandate, volumul postdecembrist, aparut in 1996, promite o departare certa de „strategiile 
disimulative” 1 care garantasera, in vremea comunista, aparitia lor. Subiectul carpi promite o 
abordare interesanta a stratagemei de a mixa, intr-o maniera inconfundabila, eseul meditativ §i 
confesiunea, mitologia §i autobiografia. 

Cartea este un periplu triadic spre niste spapi narative, purtatoare de individualitate, 
care converg in acela§i subsidiar, fara a se intalni insa, din punct de vedere locativ. Singurul 
element care devine o ni§a intermediara este constituit de spiritul angoasant al solitudinii care- 
1 insotcstc pe narator in cele trei calatorii contrapuncte. Despre aceste calatorii se vorbe§te, inca 
din subtitlul volumului: Dona jurnale §i un contrajurnal, la care este ajustata ideea unor 
„aventuri” intru singuratate, sugerate de titlu. Este punctat asadar, intr-un act de 
complementaritate si complicitate, un drum al eului auctorial, aflat in tovarasic cu singuratatea, 
spre trei dirccpi diferite: marea - fixand ca locate Casa Scriitorilor de la Neptun - unde se 
inlanpiic ideile din Un jurnal la mare, o croaziera international;! a scriitorilor pe Marea Neagra 
si Marea Egee, in urma careia rezulta Contrajurnalul la mare, §i nu in cele din urma, Jurnalul 
american in care este devoalata imaginea Lumii Noi, prin intermediul unei arhitecturi narative 
potentate de dinamism si mi§care. Toate cele trei calatorii se nuan^eaza prin prisma calatorului, 
guvemat de aceea§i imagine a triadicului ce priincite, pe rand, in funepe de locapa pe care o 
parcurge, cate o ipostaza diferita. Jurnalul la mare devine creap a contemplative a calatorului 
antrenat de atotputemicia singuratapi ,,mefiant fal.a de zarva si multitudinea din afara” 2 . 
Aceasta ipostaza este vehement marturisita: ,,Eu recunosc ca am motive serioase sa ma tern ca 
am fost, mai degraba, «trait» de intamplari.” 3 Aceasta solitudine este insa echilibrata §i se 
autcntifica in momentul intalnirii cu marea; ,,Oricum ma tern ca via^a mea a devenit, de mai 
multa vreme, un fel de imitate de viapi. §i-a pierdut autenticitatea, pe care o regasesc aici, la 
mare, cu o infinite rccunostinpi.” 4 


1 Paul Cernat, Trei moduri de a fi strain, in prefaja la Volumul Aventuri solitare Doua jurnale $i un 
contrajurnal, edipa a Il-a, Editura Polirom, lap, 2008, p. 5 

2 Eugen Simion, Ficfiunea jurnalului intim, Editura Iri & Univers Enciclopedic, 2001, p. 249 

3 Octavian Paler, Aventuri solitare Doua jurnale §i un contrajurnal, Editura Albatros, Bucurepi, 2006, p. 19. 

4 Octavian Paler, Op. Cit., pp. 19-20 
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Jurnal la mare este, de fapt, istoria unei calatorii pe care protagonistul septuagenar o 
transforma in aventura singuratapi. Toate evenimentele pe care le reitereaza, conchid spre un 
amalgam de stari nefaste, creatoare de slabiciune llzica specified varstei. Calatoria in sine 
incepe cu marturisirea unor temeri date de starea de sanatate precara: „inainte de a pleca la 
mare m-am speriat din pricina unei hemoragii [...] Seara, am mai trecut o data prin acccasi 
sperietura”. 5 Decizia de a pleca in aceasta calatorie pare a culmina cu o incercare de sustragere, 
pe fondul panicii. Dar dupa cum insu§i calatorul marturiscstc, iubirea pentru mare si nevoia de 
a se intoarce, in apropierea ei, il determina sa piece totu§i in calatorie. Decizia aceasta este 
transpusa metafizic trecerii Rubiconului. Starile premergatoare plecarii vor antrena calatorul 
intr-o pendulare spre antipozi: angoasa pe de o parte si muUumirc pe cealalta parte. 
Protagonistul i§i justified alegerea de a nu asculta indemnul la odihna, dat atat de medic, cat §i 
de propriul trap istovit: „Daca n-as fi venit, as fi capatat o psihologie de infirm. Ar fi trebuit sa 
ma consolez cu ideea ca marea line de trecut. Pentru totdeauna! §i nu ma vad in stare, 
deocamdata, de a§a ceva.” 6 Conchidem, de aici, ca marea este departe de a fi un atare moft cat 
devine, de fapt, o posibilitate de a distant trecutul, de a-1 line acolo unde i-e locul. Lipsa ei 
submineaza psihicul calatoralui, dandu-i „slabiciunea unui infirm” 7 , dupa cum insusi el 
marturiscstc. Alegerea retragerii in singuratate este, pe alocuri, justificata de raportul idealitate 
- existenla pe care il solicita lectoralui, ori de cate ori se simte dator sa intervina cu cate o 
explicate: ,,atmosfera de la «Casa Scriitorilor» nu mai e cea de altadata.” 8 Aceasta pare a fi 
o prima premisa a retragerii §i insingurarii. Justificarea este antepusa observaliei: „Am oarecare 
faima de individ ursuz asa ca nimeni nu se simte obligat sa incropeasca o conversalie cu mine 
dincolo de «Buna dimineala», «Cum e apa?»sau«Pofta buna».” 9 Ca intr-un gest de 
autoaparare, protagonistul marturiscstc, pentru sine, o coabitare cu aplombul §i respingerea 
celor din jur, motivand o asemanare comportamentala similara arabilor care-si viziteaza 
moscheea: „Nu ma atrage, asadar, sa iau parte la §uetele care se incing pe plaja ori pe terasa §i 
sa aud obi§nuitele barfe literare. Le evit cat pot.Ma salut cu cei cu care ma intalnesc, pe 
coridoare, la masa, pe faleza §i cam atat.E mai bine.§i pentru ei.§i pentru mine.” 10 Prin acest 
gest este marturisita retragerea in singuratate ca unica posibilitate de convieluire cu cotidianul 


5 Ibidem , p. 9. 

6 Ibidem , p. 9. 

1 Ibidem, p. 9. 

8 Ibidem , p. 9. 

9 Idem, Ibidem , p. 10 

10 Ibidem, p. 10 


1483 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


devenit emblema a banalului. Protagonistul face, din alegerea sa, prin urmare, o arma indreptata 
impotriva starii generale. Sigur ca reacpile, gesturile §i faptele celor din jur sunt minupos 
in§irate in paginile jumalului, ca referin(e ale refuzului de a le cauta preajma: „Pe fundalul 
fo§netului greoi al valurilor, se aud, de pe terasa, voci u§or stridente, mai ales cand rad. 
Comenteaza, probabil, nimicurile de peste zi sau pun tara la cale. E putina ncsimprc in aceasta 
§ueta nocturna care nu se sinchise§te ca altii dorm, dar incerc sa nu ma enervez. N-as reu§i 
decat sa-mi stric noaptea, sa-mi compromit definitiv somnul.” 11 Pus in fa|a acestor acte de 
superficialitate, protagonistul i§i gase§te salvarea in „rasuflarea marii” §i in tarmurilc solitare 
sau in nisipul fierbinte ori in valurile reci. Toate indeamna spre lini§te, spre traire, spre 
desfatarea simturilor, spre tamaduirea bolii fizice §i spre recrearea fiin(ei. Doua sunt astfel 
modal i tap le de evadare din superficialitatea imediata: marea, creatoare de via(a autentica si 
retragerea inspre mitologie, ca spapu al evadarii din claustrarea lumii „strategie defensiva fata 
de lumea din exterior”. 12 La cxtremitaplc inspre care s-ar putea pierde Uinta, regasim astfel 
cele doua remedii: marea si mitologia. Prima dintre acestea il justified drept „altfel” de Hint,a, 
acecasi dinainte fizic structurata dar din alte trairi construita. Aventurierul calator promite sa 
explice aceasta nuan^are a propriei liinle pe care marea o retexturizeaza, fara a-1 transforma 
insa pe deplin intr-o ,,alta” fiinla: „sa flu mai clar, daca pot. N-as zice ca devin«altul» la 
mare. Dar, cu siguran|a, devin «altfel». Probabil lumina speciala de aici provoaca unele 
modilicari in metabolismul meu. Am o stare de bepe supcrliciala care-mi relaxeaza inhibitiile 
si ma cura|a, parca, de zgura.” 13 De aici provine §i antidotul pentru starea de oboseala nervoasa. 
Evadarea din spapul claustrant si prafuit cu „zgura” al Bucure§tiului, devine, la mare „vaga 
amintire” §i pe care autorul §i-l aplica sie§i pentru a se salva. La celalalt capat, patrundem, din 
nou, in sfera mitologicului care activeaza ,,pe verticals (axis mundi) adica in temporalitate, 
cercetand orizontul spatial ita(i i imediate”. 14 

Jurnalul la mare este impanzit cu numeroase referiri la diferite instance mitologice care 
fixeaza universul auctorial alaturi de lini§tea oferita prin prezenta marii. Aproape putem aftrma 
ca mitologia cu fauna ei racordeaza spiritul autorului, chiar din adolcsccn(a la imergen(ele 
tabuizante, nepermise ale victii sale, pe care le dczlan(uic intre granitcle acestui spatiu al 
derogarii. El insusi marturise§te ca actele si via|a zeilor se suprapun ca matripi realului: zeii 


11 Ibidem , p. 33 

12 Ileana Alexandrescu-Voicu, Octavian Paler - Mitopoetica eseului, Editura Alfa, Iasi, 2008, p. 65 

13 Octavian Paler, Op. Cit., p. 11 

14 Ileana Alexandrescu-Voicu, Op.cit., p. 98 
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greci se umanizeaza sau se dezumanizeaza, in func^ie de pacatele pe care le comit sau nu. 
Asemeni spectacolului lumesc interzis, prin apel la morala §i buna conduita, se desfasoara 
indeaproape §i cel aferent lumii Olimpului: ,,De altfel, m-a amuzat enorm, din capul locului, 
faptul ca aproape loti zeii grecilor Tsi pierdeau subit sinful divinitatii cand dadeau cu ochii de 
o femeie frumoasa. [...] Nu-i simteam severi, intransigent. §i ma incanta sa vad ca nistc zei 
duceau o existenfa de copii mari care nu reu§eau sa se maturizeze. Preferau sa imite ce observau 
la oameni, fara sa se ridice peste limitele parodiei.” 15 Difcrenta dintre cele doua lumi care par 
a activa la fel va fi marturisita insa, tot de autor, ca incercare de delimitare a superficialului 
lumii active, in raport cu nemurirea declarata in Olimp. Vacan^a naratorului devine asadar un 
spapu inchis dar neclaustrant, ofertant pentru Jmaginapa reflexiva” 16 chiar daca simbolistica 
aferenta marii indeamna spre deschidere §i infinit, autorul pcrmitandu-si astfel: „sa confrunte 
peisajul interior (stimulat de remincscentc livre§ti) cu priveli§tea reala a teritoriului in care s-a 
aventurat.” 17 Actele sale de cxistcnta se desfasoara in chenarul prestabilit al acestui tipar: marea 
ca punct al exteriorului §i antichitatea ca punct al interiorizarii si al retragerii. Dincolo de 
acestea nu pare sa existe nimic, ceilalp turi§ti devin exponent ai civilizatei percepute, in cel 
mai eronat mod posibil, zgomotoasa si superficiala. Colegii sai sunt fie necunoscut fie 
incompatibili componentei sale suflete§ti, din varii motive, in fafa spectaculoasei mari par sa 
se dilueze, pana spre disolute, toate: „lucruri marunte care-mi imbacsesc ziua in 
Bucurcsti.” l8 Dincolo de toate acestea, calatorul redescopera triada iubire - viafa-moarte. Semn 
ca marea ucide cotidianul §i indeamna spre meditate. Pentru a nu-§i nega spiritul solitar, 
protagonistul se separa de lume, pana in punctul maxim al singuratati „obsedata de lume” 19 , 
punct intemeiat, conform marturisirii proprii ca ,,legenda”. Ori legendele sunt create sa dainuie. 
Punctual, in respectarea unui program impus de insingurarea autoacceptata, acesta devine, in 
vazul cunoscutlor, un intarziat doar pentru ca nu se ofera pe sine ordinii banalului cotidian. in 
paginile aceluiasi jurnal, naratorul construie§te un discurs in care i§i rezuma neajunsurile 
propriei existence, recunoscand curajul de a se situa contra destinului: „Ma tern ca toate lectile 
pe care mi le-a dat viafa (cu mare blandefe, de altfel!) au fost zadarnice. N-am retinut nimic din 
ele. Nu mi-am corectat niciun defect, nu mi-am reparat nicio gre§eala. §i, intr-un anume sens, 


15 Octavian Paler, Op. Cit ., pp. 13-14 

16 Mircea Iorgulescu, Ceara §i sigiliul, Editura Cartea Romaneasca, Bucuresti, 1982, p. 210. 

17 Eugen Simion, Dicfionarul General al Literaturii Romane. Vol. V (P-R), Editura Univers Enciclopedic . 2006. 
p. 561 

18 Octavian Paler, Aventuri solitare Doua jurnale §i un contrajumal, p. 11 
19 Radu Sorescu, Opera lui Octavian Paler, Fundapa-Editura, Craiova, 2012, p. 38 
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mi-am visat via^a mai degraba decat am trait-o. Am visat lucruri pe care nu eram in stare sa mi 
le doresc in realitate §i cu atat mai pupn nu eram in stare sa le obtin. Mi-am oferit compensapi 
Active si, nu o data, m-am justificat cu argumentul ca visul face parte si el, cumva din 
realitate.” 20 Retragerea acceptata in singuratate este dublata de melancolia grava specified unui 
spirit vadit romantic, in acclasi Jurnal la mare, autorul consemneaza decizia de a nu face 
referire la niciun detaliu legat de viata sa personala. in absenta acesteia prefera sa elogieze 
imaginea concreta a singuratapi „drept conditic a cxistcntci” 21 , alaturi de care formeaza un 
cuplu. Am putea crede ca tocmai aceasta i se substituie fiirpci iubite sau devine o posibila 
alternative a cxistcntci ca refugiu din fata lumii, un topos in care sa-si accepte convietuirea cu 
propriul sine. Jurnalul la mare se-ncheie, in acclasi registru melancolic. Aici transpare o 
ultima imagine a intalnirii cu marea ce devine o „realitate visata”, din motiv ca „in lumea reala 
totul aluneca”. Prin urmare, retragerea sa este oarecum justificata. 

Ca reactie la singuratatea asumata in preajma marii, inconjurat de oameni dar traind si 
activand in absenta lor, autorul contrapune un al jurnal la mare. Acesta este insa conceput in 
opozitie certa cu primul jurnal, motiv pentru care 1-a §i intitulat Contrajurnal la mare. Imaginea 
statica, impietrita a calatoriei care aproape ca nu exista, din primul jurnal, este deconstruita prin 
dinamismul si emergenta cu care sunt redate marturisirile din Contrajurnal la mare. Starea 
contemplativa §i influence meditative sunt inlocuite de dinamica extinsa si extrinseca, atat din 
perspectiva peisagistica cat si din cea a vivacitapi umanului. Aici pare sa se anuleze 
singuratatea asumata, de teama intalnirii cu preajma, interiorizarea extrapoland spre o 
deschidere responsabil asumata in fata lumii. Aceasta deschidere parcurge o traiectorie 
rectilinie, osciland intre umor §i ironie, sarcasm §i amuzament, arme cu care noul calator, 
proaspat stramutat din zona ascezei mitologice, reface traiectul calatoriei de pe vasul de 
croaziera. O data cu renuntarea la meditate si contemplare asumate, in prima parte a discursului 
literar, calatorul modifica §i unghiul locativ de unde relateaza si se comunica pe sine. Spatiul 
static oferit de Casa Scriitorilor din Neptun si plaja este inlocuit de spapul dinamic, extins al 
pelegrinarii intre cele doua mari: Marea Neagra si Marea Egee. Locul firii meditative si 
contemplativ solitare a prozatorului, din prima calatorie, este luat de un protagonist carc-p 
pastreaza identitatea dar i§i modifica perspectiva de prelucrare a detaliilor calatoriei. Viziunea 
prin filtrul careia se construiesc acum scenele din timpul croazierei este tipic moralista si 


20 Octavian Paler, Op. Cit.. p. 71 
21 Radu Sorescu, Op. cit., p. 103. 
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moralizatoare dar vivace si dinamica: „Amatorii de indiscrejii benigne si... nu tocmai benigne 
nu vor ramane probabil ncsatisfacup parcurgand aceste pagini. Eterogena fauna scriitoriceasca 
de pe vas e surprinsa in instantanee scc-malipoase (rareori am intalnit, la Octavian Paler, atata 
umor conti nut!)” 22 Nu ne putem a§tepta sa privim intamplarile, prin ochiul celui ce renunta la 
obiectivitate, la conditia de solitar sau la asceza intru mitologie ci, mai degraba, devenim 
martori ai unor marturisiri raportate de: „un gafeur retractil, foarte mizantrop, dar - de voie, de 
nevoie - reu§e§te sa devina ceva mai sociabil; nu refuza interviurile, nici discupilc amicale. Se 
simte totu§i mereu«inactual», pretutindeni «strain» §i contempla spectacolul galagios al 
cclorlaltj cu resemnare sau cu o rcpncrc politicoasa.” 23 

Stilul prozatorului ramane a§adar neschimbat. Ceea ce se schimba intr-adevar este 
deschiderea, mult mai vizibila §i responsabil asumata, in fata celor din jur. Daca pana la 
relatarea din Contrajurnal la mare evenimentele erau precizate doar in masura in care puteau 
justifica nevoia de retragere in singuratate, acum survin, ca urmare a raportarii catre uman, 
protagonistul luand parte la o serie de disc up i amicale sau interviuri despre care nici nu se putea 
discuta in prima parte a carpi. Se observa asadar o deconcentrare a barierelor pe care acesta le 
trasase riguros intre el si cei din jur ,,straini” sau nu §i mediul aproape amical in care se 
desfa§oara cea de a doua parte a calatoriei; Nici noua ipostaza a calatorului nu o tradeaza insa 
pe prima. Cei cu care vine in contact sunt obscrvap si raporial,i tot prin acuitatea tran§anta §i 
rejinuta a primului calator dar usor deschisa spre dialog chiar daca sub forma ret inula a unui 
ins politicos; Cu cat fauna descrisa este mai variata cu atat conditia instrainatului strabate mai 
putemic din reacjiile sale. S-ar parea ca solitudinea sau starea sa de retragere se amplified, pe 
masura ce spectacolul lumesc ia amploare. 

Contrajurnalul se deschide cu acela§i motiv al ezitarii: „inca o data, ma conving ca 
hotararile mele sunt, de fapt, ezitari equate.” 24 Accasta ezitare este insa anulata de provocarea 
de a „mai respira o data aerul de la Delphi n-am putut sa renunt! De multa vreme imi doresc 
asta. In plus, poate ca merita sa verilic ce inseamna « marea »pentru mine nu numai vara, 
pe plaja, ci si in prag de iama, in larg.” 25 Doua motive, solid enunjate, par sa stea la baza acestei 
calatorii: mitologia §i marea, spafii apreciate si amintite mereu de prozator, §i care deschid 
drumul noii calatorii. Evenimentele, care se desfa§oara intre cele doua, au in centru o bogata 


22 Paul Cernat, Op. cit., p. 7 
23 Ibidem, pp. 7-8 

24 Octavian Paler, Op. Cit., p. 107. 
25 Octavian Paler, Op. Cit., p. 107. 
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galerie portretistica. Actanpi sunt top personaje ale unor situapi intcnponatc, menite sa 
intensifice melancolia si regretul pentru mult prea vizibila cliscrcpanta trecut - prezent. Pana la 
urma, aici pare a se sucomba intreaga deconstrucpc artistica, reiterata in Contrajurnal la mare. 
Reveria si drumul prin trecut par sa se anuleze, prin aprobarea nevoita a prezentului. La 
imbarcare, in aeroport, in stil tipic romanesc, numele de pe biletul calatorului se incurca 
inexplicabil cu cel de pe pasaport creand tensiune unui alt pasager G. Dimisianu, despre care 
autorul noteaza, cu o oarecare ironie, ca ar fi fost pus in situapa de a se intoarce acasa, insopt 
de ghinionul de a nu vedea Grecia pe care nu avusese ocazia s-o viziteze, de§i paradoxal era la 
origine grec. Situapa se clarified repede si cei doi se pot indrepta spre avion linistip. Sigur ca 
linalizarea acestei incurcaturi ridicole este semnalata de narator, intr-o nota pur ironica §i 
subversiva: „ghinion oribil pentru un «grec» care va vedea pentru prima oara, acum, 
Grecia.” 26 Notapile sale continua, in acceasi nota ironica: ,,Constat, din felul cum ne strangem 
in grup, ca avem un remarcabil spirit de turma. Pana la urma, ne primim cheile.” 27 Scotand in 
fa|a a§a-numitul,,spirit de turma”§i nevoia romanului de a-1 urma pe cel de langa el in gesturi 
si fapte prozatorului ii „scapa” un alt adevar, o alta trasatura definitorie pentru sufletul pur 
romanesc, ncaos: „§i iarasi ne strangem in grup. Simpm nevoia sa ne spuna «cineva» ce sa 
facem, dcsi in program e trecuta o seara libera!” 28 Sa fie oare aici inserat un apel la spiritul 
1 ibertap i oprimate in perioada comunista? Sau doar o alta justificare a nevoii de singuratate, ca 
solupc in fal,a rinocerizarii ionesciene in care parca se adancesc cei prezenp? Nici atmosfera 
de pe vasul de croaziera nu pare sa fie altfel decat evenimentele de pana atunci. Repartizarea, 
intr-o camera de unde nu poate vedea ci doar auzi marea ii creeaza calatorului un putemic 
disconfort: „Pacat. Am inceput-o prost. Voi «auzi» marea, cea mai mare parte din timp, in 
loc s-o privesc.” 29 „Burta vasului”, asa cum metaforic o numeric naratorul pare a fi o copie 
fidela a bufiii chitului ce-1 inghite pe Iona, pescarul din drama lui Marin Preda sau a analogului 
sau din Biblie. Imaginea singuratapi este, in ambele cazuri, masca omului contemporan, care 
se treze§te singur in lume, ca intr-o perpetua situate limita, pe care §i-o atribuie ca masura de 
siguranta. Postulated pe care par sa le cnurRc cei doi sunt oarecum acte de revolta (Ma revolt 
deci exist - Camus)vdar nu vehement verbalizata ci tacit ascunsa sub aceasta masca, unica 
modalitate de a decanta libertatea intrinseca a fiiiRci umane: Aleg deci exist. (K. Jaspers) 


26 Ibidem , p. 108. 

27 Ibidem , p. 109. 

28 Ibidem , pp. 109-110 

29 Ibidem, p. Ill 
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Acccasi discrepant pare sa fie fotografiata, de ochiul critic al naratorului, inca din momentul 
sosirii pe vapor. Organizarea acestuia pare sa reformuleze, dupa cum el insu§i marturise§te, o 
alta „dimensiune” a Olimpului: „ne invartim intr-un mic Olimp plutitor” 30 , toate spa|iilc de pe 
vas, purtand nume mitologice: Poseidon, Apolo, Venus etc. Sesizarea este imediat nuan|ata de 
o explicate, in acelasi regim ironic: „In toata Grecia legendele sunt puse la lucru sa aduca bani. 
A trecut vremea cand zeii hoinareau, de capul lor, pe la Troia, ori se distrau pe seama 
muritorilor.” 31 Este semnalat astfel inca un detaliu care intare§te clivajul iremediabil intre sacru 
si profan §i pe seama caruia autorul pare sa persifleze, de-a lungul calatoriei sale. Revederea 
Greciei devine a§adar un alt prilej de rememorare a trecutului, a legendei, a mitologiei, 
surprinse, scriptural, de-a lungul narapunilor mitologice. Ceea ce inregistreaza „ochiul 
scrutator” al calatorului este o imagine profana a unei Grecii care nu pare a fi aceea§i cu cea 
din paginile mitologiei. Insu§i autorul nuantcaza: „Misterul care aducea, pe vremuri, valuri de 
pelerini s-o auda pe Phythia s-a stins in pietrele invadate de balarii. Pe culmile Parnasului, 
muzele au lasat locul caprelor.Nici macar crapatura pe unde icscau aburii halucinogeni nu se 
mai vede. Daca a existat vreodata. Te duci acolo, ca la Troia, nu pentru a vedea «ce este», 
ci pentru a-\i imagina «ce a fost». Daca e§ti in stare sa crezi, e§ti norocos.” 32 Cladirile 
„degradate, cenu§ii”, „zidurile scorojite”, „magazinele cu marfa dubioasa”, reformuleaza, in 
mintea calatorului, o imagine parca u§or copiata a Romaniei comuniste. inca o data este folosit 
pretexted calatoriei pentru a evidenpa „tipul de mizerie” pe care comunismul 1-a instalat in 
|arile unde a patruns in ziduri ca „o igrasie istorica”. Sentimentul neuitat al uniformizarii 
cenu§ii prinde contur puternic, pe-ntreg parcursul calatoriei din Contrajurnal la mare. 
Incercand parca o razbunare impotriva oprimarii resim^ite putemic in acea perioada, prozatorul 
demasca urmele grave lasate de aceasta asupra orasului. Pasajele descriptive inserate sa 
declame imaginea dinamica a „croazierei” sunt insa animate de galeria de portrete insiratc, 
aproape balzacian, in tabloul colorat al acesteia. De departe cea mai interesanta aparipc pare sa 
fie Theo, un scriitor clvctian a carui prezen|a ii suscita autorului interesul. Numeroase pasaje 
din Contrajurnal la mare recompun imaginea captivanta a personajului construit din 
intrepatrunderea unui soi de nebunie nedeclarata dar mereu activa cu spiritul enciclopedic si 
poetic. Aflat intr-o eterna pendulare intre aceste situari, Theo in der Smitten decalcifica 
atmosfera tema §i mata pe care o reda ritmul intamplarilor, in memoria calatorului. Apare ca 


30 Octavian Paler, Op. Cit.. p. 111 

31 Ibidem , p. 111 

32 Ibidem. p. 113 
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apoi sa se faca nevazut, din nou; Gesturile sale excentrice il intriga dar il §i uimesc, in acelasi 
timp, pe narator. Poarta peste tot cu el bicicleta, de§i se afla pe un vas de croaziera, se afi§eaza 
in postura de travestit la seara de cabaret; Poarta peste tot un rucsac negru de care nu se Upscale 
niciodata, e anarhist cu planuri de cxtinctic a Europei. Excentricitaplc sale il declara ca fund 
„singurul european interesant de pe vas” dar, in acela§i timp, naratorul marturise§te, despre el: 
„§i nu sunt sigur ca e zdravan la minte.” 33 

Alte tipologii par sa ingroa§e caricatura pitoreasca, fauna croazierei devenita un Turn 
Babel al postcritapi. „Figurile pitore§ti”, cum le numeste autorul, par sa fie omniprezente: „Un 
poet metafizic improvizeaza incontinuu versuri picante”, §tefan Agopian, Agop pentru 
prieteni, se remarca prin iminenta stare de somnolcn|a care-i aduce celebritate §i-l scoate din 
anonimat. Buduca se lasa u§or pacalit de trucurile lustragiilor turci si devine comic si aproape 
ridicol cand, de fiecare data, „in contul prieteniei” afi§ate de turcii lustragii se vede nevoit sa 
apeleze la ceilal^i pentru bani imprumut sa le plateasca serviciile. Bruno se adauga 
„seducatorilor” deturnand ideea ca ,,barba|ii din Romania sunt misogini.” 34 Un fel de cuplu 
caragialian de tipul Farfuridi-Branzovenescu regasim cumva in duo-ul ,,Monsenior Adrian 
Popescu §i Biju (loan Morar), care se tachineaza mereu, spre deliciul auditoriului. 

Ccilalti calatori, prczcn(i pe vasul de croaziera, exceptandu-1 pe Theo, par a fi, mai 
degraba, nistc existence banale §i puternic activate in superlicialul cotidian. Nu sunt intercsap 
de obiectivele turistice sau de traiectul cultural pe care il oferea aceasta croaziera. Ei se 
complac, mai degraba, in deliciile de moment §i in actualitatea fada pe care le-o rezerva 
imaginea profanata a ora§ului, a strazilor §i a preajmei din loca(iilc unde vasul poposcstc. 
Amestecand astfel detaliile locative cu cele caracteriologice, autorul rcuscstc sa transforme 
imaginea acestei croaziere intr-un spa(iu de intalnire a extremelor: plictis vs. frenezie, ridicol 
vs. elegant, retragere vs. expansiune, lini§te vs. agita(ic, un spa(iu pcstri( unde converg energii 
sau se absorb taceri.§i prin celelalte nota(ii autorul intervine, folosind aceea§i tehnica a elipsei 
narative, pentru a-si justifica marea retragere. Loca(iile vizitate sunt asadar departe de ceea ce 
spiritul sau inmagazinase, din lecturi sau auzite. Indiferent de obiectivul nota(iilor sale, 
prezente in suburbiile schemei descriptiv - confesive, conchidem, impreuna cu autorul: 
calatoria in sine devine un preambul pentru decantarea spiritului soli tar, pentru trasarea granitci 
intre impresia livresca, formulata in urma relecturilor personale si antipitorescul imaginilor 


33 Octavian Paler, Op. Cit.. p. 135 

34 Ibidem , p. 145 
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traite si vazute de-a lungul croazierei si, in accasi timp, prilej de accentuare §i justificare a 
spiritului anticalator, in lumea de dincolo de sacra. No tap a sacadata a timpului alocat vizitarii, 
solicita, §i mai puternic, dezamagirea calatorului deja agasat de iminenpi pericolului rcsimpt, 
prin agitatia marii care pare sa impiedice, de cateva ori calatoria. Contrajumalul la mare devine 
astfel un topos claustrant unde se confranta parca, intr-o batalie fara final: modemitatea prost 
organizata a imediatului si urmele trecutului ratacit intre gloria ruinelor §i imposibilitatea de a 
mai concura cu aceasta. 

Ultima parte a „aventurilor”, Jurnalul American, recladeste periplul prin spapilc 
generos ofertante ale Lumii Noi. Este aici sistematic punctata desfa§urarea unui amalgam de 
contradicpi antrenate intr-un spectacol ce suprapopuleaza teritoriul ocupat, in subsidiaral 
sufletesc, de melancolii romantice. Instrainarea hotarat denominate, pana in acest punct, atinge 
curajos cea mai inalta treapta a obicctivitapi. Nicaieri aceasta nu pare sa fie mai puternic 
denun|ata a§a cum calatoral o desarta in paginile ,,jumalului” Jurnalul American incepe printr- 
un „cuvant justificativ”, an un land parca, inca din titlu, traiectoria marturisirilor auctoriale. Asa 
cum era de astcptat, autorul mcnl,ioncaza: „Nu pretind ca America reala arata cum am vazut-o 
eu. Cel pupn trei handicapuri, in afara superficial!tapi pe care o presupune, de regula, trecerea 
printr-o iara ca strain, m-au impiedicat, probabil, sa aprofundez unele impresii si sa le corectez 
pe cele, eventual, gresite.” 35 Sunt confesate, in chip triadic, motivele pentra care notapile sale 
pot converge inspre raportarea unei imagini nepotrivit constraita despre un spapu pe care 
calatoral se afla in imposibilitatea de a-1 aprecia corect. Necunoscand limba pe care o aseamana 
„latinei modeme”, mentalul american supradozat de pragmatism si triumful fizicului asupra 
metafizicului, calatoral pome§te, inca de la inceput, cu un handicap, marturisit sincer: „In fine, 
m-am dus in America doldora de prcjudecap.” 36 Doza de sentimentalism si idealism adjudecata 
va dezechilibra imaginea prin care este redata realitatea americana etichetata dur, prin doua 
atribute care nu mai lasa loc interpretarii de niciun fel: „afacere”, „cota la bursa”. Cele doua 
atribute ata§ate, deloc surprinzator, ci iminent Americii, sunt justificate ironic dar in baza unei 
sinceritap debordante: „Exista multe riscuri ca ele sa oglindeasca, mai degraba, modul meu de 
a gandi decat realitatea americana si sa fie excesive sau chiar nedrepte din pricina defectelor si 
limitelor mele.” 37 in acela§i timp, elaboreaza insa o pledoarie proamericana in sprijinul careia 
argumenteaza pertinent, prin cateva numiri, impozanta incontestabila a Americii in fa^a 


35 Octavian Paler, Op. Cit.. p. 187. 
36 Ibidem , p. 187. 

37 Ibidem, p. 188 
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Europei invinse: fascismul fi comunismul ca ,,cxercit,iu negativ” 38 . Cele doua morburi care au 
sucombat societatea, pana in cele mai adanci compartimente ale sale, ii obliga, fara drept de 
autoaparare, pe europeni sa ifi modereze parerile antiamericane. Discursul auctorial se 
construiefte asadar pe o balanfa echilibrata in care atarna atat defectele americane, pe de o 
parte, cat si calitalile lor, pe de alta parte. Marturisirile sale sunt, cu atat mai tulburatoare cu cat 
facand acest recensamant al lipsurilor Europei sau Americii, concluzia este, fara hazardare, ca 
exista un echilibru inextricabil intre cele doua continente. Acest echilibru pare sa fie mentinut, 
de fiecare parte, prin elementele de natura pozitiva care ridica Europa in fafa Americii pentru 
a o cobori apoi in fafa ei. in vreme ce America si-a creat un cult al protejarii ,,ruinelor”, Europa 
pare dctasata de existenfa lor. Traditiile, atat de bine pastrate de europeni, par a fi insa 
inexistente intr-o America vazuta drept conglomerat de popoare care fi-au pastrat traditiile lor. 
Cu toate acestea, America are ,,o eficienfa periculoasa” 39 , izvorata din curajul de a inainta, fara 
a privi in urma, fapt care europenilor le Upscale, cu desavarsirc: ,,Incontestabil America 
avanseaza cu o viteza pe care Europa n-are cum s-o egaleze.” 40 Justificarea acestei marturisiri 
este argumentata pertinent: „poate ca fort a Americii sta intr-o sinteza ciudata. Americanul, am 
notat undeva, e un barbar supercivilizat. Are vitalitatea barbarului neobosit de istorie §i 
priceperea de a nu se pierde in subtilitafi. El rezolva simplu incurcaturile filosofiei in care se 
complace Europa. Ceea ce e util e bun! Ceea ce e profitabil e §i mai bun!” 41 Calatorul admite 
ca numeroasele contradict^i pe care le enumera fac din America o fara unde „visul” nu este o 
himera sau o construcfie pozitiva spre care tinde subconsticntul ci este, cu certitudine, o 
materializare a tribulatiilor acestuia. Lecturile ulterioare i-au alimentat imaginatia, pcrmitandu- 
i sa „judece istoria §i sa se confrunte cu zeii culturii” 42 , pe masura ce Eldorado, generalii Lee 
§i Grant sau nordiftii fi sudiftii au prezentat istoria fabricate a marii puteri. Apoi imaginea 
salvatoare a Lumii Noi afteptata sa anuleze convingerile „realismului socialist”, a alimentat 
aura construita, in maniera pur optimisa, pentru un taram care aducea cu sine schimbarea. 
Imaginea perfecta a acestei lumi, deconspirata de cei din jur deranjafi ca salvarea nu va veni 
dinspre ei, a creat un efect neafteptat: frustrarea Europei imbatranite, incapabila sa se ridice la 
nivelul Lumii Noi. Jurnalul se construiefte astfel pe o balanfa bine echilibrata pe care autorul 
afeaza refuzul de a pactiza cu adeptii curentului anti-american, dar, in acelafi timp, nu se 

38 Ileana Alexandrescu-Voicu, Op.cit., p. 99 

39 Octavian Paler, Op. Cit., p. 192 

40 Octavian Paler, Op. Cit.. p. 193 

41 Ibidem, p. 194. 

42 Eugen Simion, Scriitori romdni de azi, Vol. IV, Editura David. Litera, Bucuresti, Chisinau, 1998, p. 198. 
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asociaza nici mirajului promovat de ,,entuziasmele proamericane”. 43 Sejurul american starne§te 
calatorului sentimente §i rcacpi, intr-o paleta de contradicpi. Clivajul este cu atat mai puternic 
cu cat ochiul scrutator al calatorului tinde sa raporteze detaliile peisajului la cel european. 
Drumurile intortocheate sunt imposibil de strabatut in plimbare, a§a cum se procedeaza in 
Europa, constatand ca masina devine, in acest spapu, o conditic a strabaterii frenetice a 
ora§ului. De aici §i sentimentul de disconfort, marturisit pana la depersonalizare: „Unui 
asemenea oras nu-i pot vedea«marginile». in consechpa nu-1 pot «gandi». §tiu ca se 
sfarscstc undeva, dar acel «sfarsit» are loc dincolo de ceea ce m-am obi§nuit sa consider 
normal sau suportabil.” 44 Nici imaginea impozanta a celebrei catedrale de cristal nu ii solicita 
interesul ci, dimpotriva, ii in tarestc convingerile profanarii spiritualului prin somptuozitatea 
construcpei care altereaza, in viziunea sa, marcpa divinitapi: „E facuta sa nu te reculegi in ea, 
ci sa te miri.” 45 Echilibrul pe care naratorul spera sa il gaseasca in America se debalanseaza, 
din cauza avantului tehnologic capabil sa demistilicc orice incercare metafizica. Pe romanii 
stabilip acolo, Octavian Paler ii gase§te dcdublati de spiritul romanesc, gata antrenap de 
masinaria mecanica impusa stilului de vial,a american. In acest sens, in persoana lui Dan Paun, 
roman stabilit in America, impreuna cu sopa sa, Mona, autorul insumeaza imaginea dctasarii 
de spapul romanesc. Plecat, ca exilat, din Bucure§ti, in anii ’70, anticomunist convins dar 
vizibil neindarjit in exprimarea acestei situari, personajul este surprins ca sinteza de rcacpi si 
trairi disociate de tipicul cclorlalp cxilap: „Nu se arata nici stresat de amintiri, nici indiferent, 
in momentele cand se ajunge (inevitabil, intr-o masina cu cinci romani, pe o autostrada, intre 
Los Angeles §i San Francisco) la ce mai e nou prin Bucure§ti.” 46 Autorul ascaza, in descrierea 
acestui personaj atipic, curajul de a accepta cosmopolitismul, in varianta pe care o lanseaza 
noua sa patrie. Pe Mona, sopa sa, in schimb, autorul o gase§te „grava, radicala dar §i mai 
tacuta.” 

Balan^a confort vs. autenticitate §i tradipe pare sa guverneze toate notapile din Jurnalul 
American, in acest sens, sunt enumerate o serie de atribute cu care americanii s-au inarmat 
pentru a-§i consolida statutul si existen^a pe care le intituleaza metaforic „mituri”: spectacolul 
tehnologic, progresul, banul, increderea, celebritatea, civilizapa, pcrformanta sau puterea. 
Modul in care rcuscsc sa imbine aceste atribute le confera, de fapt, fop a rcusitei. Autorul 


43 Paul Cernat, Op. cit., p. 10 

44 Octavian Paler, Op. Cit.. p. 210. 
45 Ibidem, p. 214 

46 Octavian Paler, Op. Cit,, p. 220 
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am in teste insa ca acestea sunt perfectibile, pana intr-o anumita masura, ,,calcaiul lui Ahile” 
flind mai pufin sensibil decat o posibila demecanizare a bunei functionari a acestora. 

Finalul Jurnalului American stabile§te, in mod cert, concluzia deloc uimitoare pe 
autorul o dezvaluie cititorilor sai: „Pot sa spun, convins ca nu gresesc, doar ca nu mi-ar placea 
sa loeuiese in America.” 47 Sentimentul instrainarii este aici marturisit direct dcsi, paradoxal, tot 
autorul este cel care conchide: ,,in ciuda marii tolerance a Americii fata de straini” 48 . Daca 
singuratatea §i instrainarea-i devin tovara§i de drum, de-a lungul acestor „aventuri”, fapt 
amintit, inca din titlu, in primele jurnale nu par a avea o influenfa atat de putemica asupra 
spiritului calator. Spatiul american este pare-se cel care adance§te aceasta singuratate in 
mijlocul suprapopularii §i a gravitapei nesfarsitc, pana la instrainarea totala. Prin urmare, 
autorul mizeaza pe importanfa csentci, in detrimentul duzinei §i supraaglomerarii timpului dar 
tot el reformuleaza retoric pragmatismul americanilor prntru care viafa traita pur si simplu este 
un dicton al propriei reunite, in timp ce europenii, in eserfia lor, manevrap de teama de a nu-i 
diminua importanta, cauta mereu sensul metafizic al cxistcnpd, uitand sa traiasca: „Dar, oare, 
a te intreba mereu «ce e vial ! a» nu e mijlocul cel mai sigur pentru a neglija s-o traicsti, pur 
si simplu? Nu-i exclus, imi zic, indreptandu-ma spre ie§ire, ca americanii sa fie, macar din acest 
punct de vedere, mai inpdepti decat noi.” 49 Raspunsul la aceasta intrebare il reda tot autorul 
printr-un apel la „sinceritate provocatoare §i atitudine radicala” 50 : in^elcpciunca nu este de 
aceasta data atributul nostra ci al lor; in toate gresclilc lor §i in stilul lor grabit de a coabita cu 
existenja, Octavian Paler gascstc un lndemn, o lcctie pe care le reproduce, cu rigoare, in fiecare 
rand al jurnalului: americanii traiesc fara sa isi problematizeze cxistcnta, in vreme ce europenii 
pierd esenja ei in incercarea de a o perfecta, rcusind doar sa supravieluiasca. Poate de aici §i 
insingurarea si instrainarea pe care le resimte sunt mai putemice decat in celelalte jurnale, un 
act de neacceptare a simplitajii cu care viaja poate fi traita, fara a o problematiza sau a-i cauta 
neajunsurile dar mereu „ramanand fixat asupra interiorita|ii.” 51 
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BETWEEN PAIDIA AND LUDUS: VIRGIL TEODORESCU 
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Abstract: Virgil Teodorescu was an important name for what was the avant-garde movement. Under 
the innovative principle that he promoted, he managed to integrate into this group, even though his way 
of poetry is thriftier than it used to be for that literary trend. As we go on lecturing his poems, we can 
easily identify the two pillars of Indus: mimicry and ilinx. Virgil Teodorescu enjoys playing with words, 
inventing new ones, although they seem odd. Due to this exercise and more others, some of his literary 
work has a joyful feature, mixing elements from the Dcida movement with ones of the Surrealism part. 

Keywords: mimicry, ilinx, inventing, joyful, mixing 


Virgil Teodorescu a reprezentat un nume important pentru ceea ce a fost miscarea de 
avangarda. in conformitate cu principiul inovator, pe care aceasta il promova, el a reusit sa se 
integreze perfect in acest grup, desi „nota aparte a lui Virgil Teodorescu rezida, asa cum s-a 
observat, intr-o viziune mai cumpatata, mai calma decat a confratilor sai suprarealisti”. 1 Limba 
leoparda, creata de el, este unul din cele mai bune exemple de paidia. Nici prezentele 
onirismului nu sunt de ocolit. Chiar si lirica proletcultista are ceva aparte, ea avand un caracter 
duplicitar. Dar, pe masura ce avanseaza in timp, poezia lui este din ce in ce mai saraca in 
asociatii insolite si in emotie, astfel ca poezia s-a imblanzit iar poetul s-a „convertit la o 
atitudine literara in totul opusa inceputurilor”. 2 Pe langa activitatea sa ca poet, trebuie amintita 
si cea de publicist, editand revista de avangarda Liceu. Daca e sa ne referim la poemele sale 
suprarealiste, acestea sufera in ceea ce inseamna dicteu automat. Ceea ce se poate constata, 
inca din primele sale incercari lirice, este faptul ca lirica sa este contaminate de un sarcasm 
extrem. Cu toate acestea, „dicteul automat... conducea spre o poezie arborescent imagistica in 
care prima un protest simbolic...” . 3 

Inventivitatea ludica a lui Virgil Teodorescu ofera savoare scrierilor sale si le scoate 
din matca tiparului. Dupa cum precizeaza Victor Felea, talentul sau se „manifesta printr-o 


1 Gheorghe Grigurcu, Teritoriu Uric , Ed. Eminescu, Bucure§ti, 1972, p. 87. 

2 Gabriel Dimisianu, Opinii literare, Ed. Cartea Romaneasca, Bucurc^ti, 1978, p. 66. 

3 Victor Felea, Secfiimi, Ed. Cartea Romaneasca, Bucure^ti, 1974, p. 120. 
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declansare prompta si fara dificultati a fanteziei poetice si a mecanismului verbal care o 
insoteste” 4 Multiplele asocieri dintre neologisme si termeni stranii, portretistica urmuziana, 
jocul fonetismelor reprezinta elementele de inceput, pe care se dezvolta jocul liric al lui Virgil 
Teodorescu. Primul pact pe care il semneaza este cel cu suprarealismul. Dupa cum afirma Alex 
Stefanescu, Cu chipiul pe cap este poezia care marcheaza aderarea lui Virgil Teodorescu la 
miscarea lui Breton, ea „exprimand o atitudine protestatara intr-un stil ludic”. Tonul, 
exprimarea familiara, asocierile stranii si comice, fiziologia personajelor lui Unnuz, vorbirea 
populara, sunt cele care ofera aici fundalul ludic: fa-te mai incoace / si ia o barza-n cioc / 

las ca se face / se face iuseime cat esti viu / n-ai auzit ca lui papuc majurul / al de-nvarteste 
manutanta / i s-au scapat recrutii in chipiu?”. 5 Pe langa aceste trasaturi, mai poate fi sesizata si 
persiflarea simbolismului, prin utilizarea refrenului. Un alt poem, Abraba, nu scapa nici el de 
microbul ludic. Joaca este evidenta inca din titlu, el trimitand la cunoscuta formula magica: 
„abracadabra”. Cuvantul este inzestrat cu puteri magice. Prezentarea oferita de poet ne 
aminteste de aceea a lui Urmuz si continua explorarea anatomiei personajelor pe care acesta 
le-a promovat. Lipsita de orice nota subiectiva si sentimentala, poezia este construita pe un 
umor straniu, chiar macabru, si se bazeaza pe principiul metamorfozelor. Abraba este practic 
logosul, cerut sa fie la dispozitia poetului: „abraba fii tu capitanul cu sangele otravit / si atunci 
toate vasele / pe negura sau vijelie / vor pluti lin spre marele golf persic”. Cuvantul detine forta 
necesara pentru a se transforma in orice. Poetul construieste aici o ghicitoare, se joaca si pune 
la incercare capacitatea de intelegere si de descifrare a cititorului. Abraba este un hibrid. In 
descrierea lui, Virgil Teodorescu combina umanul, vegetalul, animalicul si obiectualul. Astfel 
de versuri se remarca printr-o putere agitatorica si multa plasticitate. La fel ca in Abraba, lupta 
cu trecutul literar este jucata si in Ne spuneau. Virgil Teodorescu realizeaza aici o asociere intre 
drumul literar si o calatorie oarecare, transpunand metaforic bagajul trecutului in valiza 
calatorului. Denigrarea comica a literaturii traditionale poate fi regasita in Mobila mare vine-n 
ex-concert. Dam peste versuri inscrise pe o simbioza de dadaism si suprarealism. Umorul 
rezulta din descrierea caricaturala a femeii de la tara, departe de prototipul cosbucian, si din 
elementele neologice care ii sunt asociate: „ Taranca vine pufoasa-n in / si cu migrene in 
papura / tp flux de forta rodrig destin... //[...] Ferma de volgi ne-o-ntinde cu / afis de bere / 
Spuneti-mi Elsa aveti un krah?...” . Efecte ludice intalnim si in poezia Velur, ele fiind 


4 Idem , p. 119. 

5 Virgil Teodorescu, Poezie neintrerupta, prefaja de Nicolae Balota, Ed. Minerva, Bucurc^ti. 1976, p. 17. 
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concentrate in rimele pe care poetul le construieste printr-un fel de procedeu al derivarii: sobol- 
bol, nurci-urci, arda-mansarda. Sentimentele si starea eului sunt rareori exprimate, dar atunci 
cand acest lucru se intampla, ele iau tot aspectul unui joc. Ghirlanda vocii in jurul marii ei 
splendori evidentiaza, printr-o insiruire de comparative de superioritate, trairea sentimentului 
de iubire. Dar cea mai insemnata demonstrate ludica o reprezinta limba leoparda, inventata de 
Virgil Teodorescu. Limba Poemului in leoparda aminteste de limba pasareasca a copiilor. 
Limba poemului lui Virgil Teodorescu este obtinuta printr-o deformare a cuvantului englezesc, 
latin, spaniol sau italian, la care se adauga contorsionarea sintaxei: „algunos” —> „algoa”, „day” 
—> „dooy”, „found” —> „founod”, „entre” —> „entroe”, „two” —>”twoe”, „stream” —> 
„strearom”, „serpiente” —> „serpantis” sau din italiana, „serpente” —> „serpantis”, iar exercitiul 
poate continua. Chiar daca aceste elemente creeaza impresia de haos creativ, pentru Lucian 
Alexiu apartenenta suprarealista a poetului este discutabila deoarece „lipsa unei minime 
organizari a poemului in jurul unui nucleu ideatic este mai curand intamplatoare [...] Riguros 
suprarealist ar putea fi, de pilda, acel «Poem in leoparda»...” , 6 Ideile sunt exprimate prin 
intermediul unui limbaj inventiv, exuberant si care socheaza prin asocierile realizate. Elentara, 
leoparzii, vehiculele leopardice anima imaginatia eului liric si randurile din acest volum. De 
retinut este afirmatia facuta de Gheorghe Grigurcu, potrivit caruia „aceasta poezie, in care, in 
treacat fie spus, se afla in germene dezinvoltura ironic-onirica a lui Leonid Dimov, ne ofera 
cheia rustica si pudica a unei sensibilitati, ce spre a se apara si-a elaborat un sistem al propriilor 
ei spaime, un limbaj socant”. 7 

Spre deosebire de ceilalti scriitori suprarealisti, Virgil Teodorescu isi pastreaza 
luciditatea in momentul scrierii poemelor. Asa cum remarca Petru Poanta, poetul „nu abuzeaza 
de tehnica dicteului automatic [...] primatul fanteziei si autarhia limbajului” 8 fiindu-i mult mai 
pe placul sau. Nota de cinism tradeaza onirismul. Chiar si scrierile din perioada proletcultista 
sunt infestate de aceasta atitudine. Primele sale volume contin mostre de poezie suprarealista. 
Poem in leoparda, Diamantul conduce mainile, Blanurile oceanelor si Butelia de Leyda sunt 
impanzite de tehnica imagismului suprarealist. Adeziunea la miscarea suprarealista este 
exprimata indirect, prin intermediul intertextului, poetul incluzand citate din Rimbaud, 
Lautreamont, Novalis: „Poezia nu va mai ritma actiunea, ea va fi inainte” sau „Nimic nu e mai 
poetic decat tranzitiile si intalnirile eterogene”. in momentul in care incepe sa practice acest 


6 Lucian Alexiu, Ideografii lirice contemporane, Ed. Facia, Timisoara, 1977, p. 118. 

7 Gheorghe Grigurcu, Teritoriu liric, p. 91. 

8 Petru Poanta, op. cit., p. 108. 
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gen de scriere, Virgil Teodorescu, dupa cum am observat anterior, se lanseaza mai mult in 
transligurarca limbajului. Imagismul suprarealist este la el unul revelator, si supune lumea la o 
serie de metamorfoze. Poetul insusi se complace in acest joe al transformarilor, un joe al 
mastilor pe care el este dispus sa le poarte. Poemele se graveaza pe un onirism simbiotic, in 
care rebarbativul si beatitudinea, contrariile, se atrag: „Stiu sa ma imbrac si mai frumos / Si 
atunci sunt destul de frumos ca sa ma pot plimba la brat cu o printesa din Occident / Atunci sunt 
frumos ca o carabina in lumina /[...] Jumatate ca un intretinut jumatate ca un milionar/ Jumatate 
ca un magar jumatate ca un consul”. Daca la Sorescu vom intalni o apocalipsa a hartiei, 
onirismul lui Virgil Teodorescu imagineaza „hipnotice dezastre”, uneori oximoronice. 
Alternativele sunt de diamant ne ofera un exemplu in acest sens. Imaginile tc rill ante sunt 
ordonate constient, astfel ca poetul se indeparteaza de paidia si se apropie de ludus : „Peste 
cateva zile iti vei gasi umbra care ar orbi fara polul nord /[...] Pe spinarile galbene pisicile 
conduc lepra / Vehiculele sunt invadate de plante / Si pericolul naufragiului pluteste peste 
herghelie...” . Cea mai mare parte a poemelor de aici pun in evidenta coerenta viziunii eului 
liric, desi atitudinea este uneori adolescentina. Suprarealitatea ia locul dicteului automat. Atat 
limbajul, cat si cadrul prezentat fac apel la exuberanta, aventura si delir. Apeland la metoda 
paranoid-critic a a lui Salvador Dali, Virgil Teodorescu promoveaza asociatii si interpreted 
delirante. In aceste conditii, straniul, insolitul si absurdul se impletesc si dau nastere unor texte 
aflate la granita dintre constiinta si realitate: „Pielea inteapa ca o vitrina / Ca o sonda aprinsa 
ca o vitrina / Pielea e un inger urmarit de reflectoare si pocnetele carabinei / Prin echinoxurile 
de primavara / Pielea e paharul cu bere rasturnat intre doi barbati...” ( Urmele se pierd). Aceeasi 
situatie o intalnim si in Brat la brat, unde, dupa o descriere de inceput concreta, urmeaza 
caderea in ireal, pentru ca pana la sfarsit, poezia sa oscileze continuu intre aceste doua stari. 
Imaginatia nu cunoaste limite, iar poetul asociaza tenneni delicati altora duri si simpli: jasmin- 
lemn, camin fastuos-mormant, mlastina-valet, numele iubitei este de jasmin, dar si eczema 
(Numele tau de jasmin). Imaginarul poetului utilizeaza, pe alocuri, expresii ale grandiosului: 
usi care se deschid ca intr-un transatlantic, valurile sunt viorile tarmurilor, trecutul este coafat 
cu scheletele strabunilor, epidemiile de ciuma sunt un vals, sunetul raului devine niste clape, 
dar ele devin respingatoare prin alipirea unor termeni dizgratiosi: aurora boreala perceputa ca 
o trasura de gala, „mancata de cancer” (Y). In multe dintre primele sale scrieri, limitele stabilite 
de real sunt sparte si este favorizata fuzionarea contrariilor. Poemul UIt ini este un astfel de 
exemplu si prefigureaza atitudinea din Spectrul longevitatii. Transgresarea limitelor materiei 
este posibila gratie jocului imaginatiei. Jocul lingvistic, senzualitatea salbatica si perceptia 
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vizuala concreta sunt imbinate pentru a facilita interferentele dintre specii, regnuri si materii. 
Poetul provoaca limitele imaginatiei si cele lingvistice in texte care fac uz de absurd, de 
oximoron si de metaforic, antrenate intr-un imagism luxuriant. Dar, spre starsitul aventurii sale 
lirice, „imaginilor luxuriante le vor fi preferate, progresiv, vocabule de o tot mai mare 
generalitate si abstractizare, tinzand catre sfera categorialului”. 9 10 Sub influenta suprarealismului 
oniric, poetul isi construieste discursul printr-o inlantuire de imagini disparate, ilogice. De 
multe ori, asocierile realizate sunt greu de perceput de catre cititori, ele fiind realizate prin 
unirea, simbioza, contrariilor. Este si cazul poemului Calatorie, un poem in care sentimentul 
iubirii si toposul sunt exprimate antagonic: „E o campie cu mlastini prin care trecem acum / si 
de multe ori tu intri intreaga in ierburile rosii, / atunci iubesc parul tau ramas deasupra apei / 
ca o planta moarta,... // In fata ta / alearga o herghelie palpitanta / spre marile vase de cuart in 
care vom intra [...]// pana cand polipii vor incepe sa-ti devoreze vinele, / pana cand bufnitele 
se vor decide sa-si faca din ele diamantele tragice. / Alaturi de noi putrefactiile curg, fluviu 
prin aer...”. Uratul si frumosul, respingatorul si pretiosul se completeaza reciproc, apeland la o 
suita de comparatii si metafore, pentru a mijloci o dubla eliberare: aceea a fanteziei si cea a 
sentimentului de iubire. Natura nu mai este una ocrotitoare, ea amintind mai mult de cadrul 
idilic bacovian: mizerie, moarte, respingator, frivol, in care este amplasata imaginea iubitei. 
Desi contesta suprarealismul clasic, Virgil Teodorescu nu se poate lipsi de „diclacul analogic” 
al lui Breton, ca - ul poemelor sale stabilind o serie de analogii, aparent incompatibile. Tocmai 
in acest subterfugiu se ascunde si ludicul creatiei sale, poetul jucandu-se cu asocierea 
elementelor care s-ar exclude reciproc. 

In 122 de cadavre, Virgil Teodorescu schimba putin jocul si incepe sa dezvolte 
paradoxul de tip suprarealist, imbracat intr-o uniforma aforistica, uneori persiflatoare: oracolul 
uita sa puna virgule, vocabularul este paralizat, un crochiu este fixat pe manseta, disparitia 
poetului este o vizita grabita, imbatranirea este semnalata, simbolic, de ridurile adunate cu 
avaritie, iar „casnicia” poetului cu poezia este exprimata metaforic, prin purtarea poemului in 
inelar. Paul Georgescu, referindu-se la aceste texte, afirma ca „Intr-un joe candid si grav, Virgil 
Teodorescu utilizeaza cliseul, sablonul daruindu-i o incarcatura paradoxala, care-1 anihileaza, 

sau foloseste canonul inzestrandu-1 cu o substanta lirica iradianta, care-1 depaseste, negandu- 
10 


9 Lucian Alexiu, op. cit., p. 120. 

10 Paul Georgescu, Printre carfi, Ed. Eminescu, Bucure§ti, 1973, p. 198. 
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Discursul suprarealist, alcatuit dintr-o insiruire de comparatii si metafore, se continua 
si in volumele urmatoare, dar el deserveste, acum, o literatura realist-socialista. Se constata o 
inlocuire a barocului imagistic „cu o rostire mai limpede, mai simpla, insa nu lipsita de luminile 
metaforei”. 11 Insa, chiar si aceste creatii se afla in afara legilor literaturii: mixtura vocabularului 
din diverse domenii, dualitatea versurilor, rimele alese etc. Vizualul inca detine suprematia, iar 
Virgil Teodorescu isi continua jocul cu limitele artelor, realizand in poemele sale adevarate 
tablouri. Misiunea eliberatoare este usor compromise, astfel ca poetul invoca puterea 
cuvantului: „Incandescenta forta a vorbelor, te chem, / ajuta-ma sa scriu acest poem! / Printre 
masini si oameni si flacari sunt stangaci / ca viata-ncolacita pe haraci. / Sositi savanti ai versului 
si dati-i / necunoscutei branci din ecuatii, / saditi peste vapaia incinselor granate / gradini si 
mari orase suspendate...” , 12 Noua recuzita urban-industrializata nu este pe deplin favorabila 
escapadei imaginatiei, motiv pentru care poetul se raporteaza la elementele imaginarului 
anterior, pe care le impleteste cu dispozitiile prezente: „Incep acest poem acuma, cand inca 
bratul meu e teafar, / si pe retina zac imagini dealtadata si de azi, / dar stranse toate intr-o boaba, 
ca-n drumurile de nomazi...” ( Fascinatie ). Astfel de versuri au o aura duala. La suprafata 
elogiaza prezentul luminos, aflat in antiteza cu trecutul, sensul profund fiind unul elegiac. 
Subconstientul joaca destul de tare, el avand un efect de bumerang asupra eului liric. Cu toate 
acestea, se observa incercarea de a-1 napadi cu elementele specifice noii literaturi de partid. 
Chiar si asa, spiritul ludic nu este estompat, el fiind intalnit in rime, asocierile ironice, dar mai 
ales in spectacolul cu masti al poemelor sale. Aceasta masca este omata socialist, dar cu 
dedesubturi suprarealiste si de contestare a doctrinei: „Fii vesel, otelare, ca flama te usuca! /... 
Amesteca metalul! Da din ranga / sa-i creasca musuroiul de la banca, / indeasa si indoapa 
cuptoarele cu varf / sa-si aureasca el semetul starv” ( Metoda ). Virgil Teodorescu scrie o poezie 
cu si despre clasa muncitoare, laudand industrializarea. Preamarirea muncitorimii si a fabricilor 
este realizata intr-un limbaj simplu, pe intelesul acestora, departe de ermetisme si elitisme, ea 
fiind realizata cand frust, cand cosmetizant. Urbanul si ruralul, muncitorul si omul de la tara 
coabiteaza pasnic in aceasta literatura realist-socialista. Lirica lui Virgil Teodorescu nu mai 
exprima acum o singura entitate, ea devine glasul unui popor. Dar chiar si in cadrul acestei 
literaturi aservite, poetul se deda jocului liric, versul sau creand efecte hiperbolizante, ironii, 
paradoxuri, alipirea elementului cult de cel comun: vazduhul este zguduit de puterea 


11 Victor Felea, op. cit.. p. 120. 

12 Virgil Teodorescu, Semicerc. Poeme, Ed. Pentru Literatura, Bucure§ti, 1964, p. 7. 
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demiurgica a fumalelor, fereastra se transforma intr-un microscop magic, privit de un savant 
mi op, luna pare o noua sarja a cuptoarelor, oda inchinata lui Pel re Gheorghe, om comun, ales 
sa instruiasca detasamentele frontale, „Un Rimbaud taran s-a asezat langa mine, la masa” 
(Tdndnil ucenic). Toamna este zugravita feeric, un anotimp plin de veselie, in care munca este 
o binecuvantare, omul, natura si industrialul traind in armonie si intr-un echilibru perfect: „Prin 
arbori si unelte /a inceput un cantec. / O melodie creste / din sonde si pamant. / Un val de- 
ndemanare si avant / bolteste peste muntii de gresii, / pana-n zare, / scaldandu-si reliefurile-n 
mare. / Ce transparente, totusi, par aceste / imagini de poveste, / aceste dulci miresme,...” ( Sunt 
foarte limpezi toate). Aceste versuri aduc tribut literaturii politice, dar ele sunt lipsite de 
suculenta, naturaletea, fantezia si insolitul celor din primele volume. Textele par fortate, toata 
grandomania urbanismului socialist trecand drept kitsch, descrierile fiind asfixiate de 
comparatii grandioase, metafore hiperbolizante si de o parada exagerat de pompoasa. Aceasta 
perioada din creatia lirica a poetului se caracterizeaza printr-o solemnitate imnica a unei 
realitati artiliciale, care nu reuseste sa emotioneze. Drept urmare, „aceasta lirica de 
transparente, de irizari sticloase, de viziuni hibemale [...], aceasta lirica, deci, sufera totusi, 
cateodata, si acum si in productia mai veche a poetului, din pricina prea drasticei jugulari a 
emotiei”. 13 Remarcam, totusi, cateva escapade jucause ale textului, unele cu adevarat satirice: 
toamna agata norii in carlig, demiurgii bajbaie din linguri, soarele priveste crucis, un popa 
cadelniteaza in timp ce predica proverbe si povete „pentru multimea din cotete”, (Emu pe- 
aicea case pitice ) luna patineaza prin panza de dogoare, „Si nu-i placut cu stick de vin si caviar 
/ cand fulgera omatul in ianuar?/ Era, pe-atunci, un paradis de caine / pentru munteanul fara 
paine, / cu jalea spanzurata de umeri ca o suba”, (Metoda) o descriere plasata in opozitie cu 
„prezentul idilic” al vietii lipsite de griji, al muncii imbelsugate. 

Sentimentul iubirii este si el lipsit de orice estetism, declararea iubirii realizandu-se 
banal, intr-o modalitate care nu face apel la pretios, inocent, frumos, galanterii si monumental: 
„Nu vreau sa iti insir splendori / puse-ntre semnele citarii/ Sunt plin de griji, femeia mea: / nu 
vreau sa due pe umeri ritmul / tulburator si patinat al melopeelor iubirii”. 14 Declaratiile de 
dragoste se tes din cuvinte comune, printr-o raportare constants la elemente din cotidian: 
tramvaie, hornuri, turnuri, pomi, ferestre, fantana, pereti, tren, case, cidru, busola, iarba, orz. 


13 Gabriel Dimisianu, Opinii life rare, p. 71. 

14 Virgil Teodorescu, Semicerc. Poeme , pp. 87-88. 
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Poemele se situeaza, in continuare, departe de viziunea suprarealista din primele 
volume. Versul agitator se imblanzeste si poemele se transforma in autoanalize: „Am fost calau 
inconstient al fortei / schingiuitor si portdrapel al tortei / suflata peste lume de dezastru...”. 15 
Discursul este unul confesiv, dar si experimental, poetul incercand sa gaseasca un mod de a 
combina poezia realismului-socialist cu aceea suprarealista, idee sugerata si de titlu, Corp 
comun, spatiu al coexistentei. Demersul esueaza, esteticul fiind jupuit de pe scheletul poemelor. 
Detensionarea discursului asertiv se resimte din ce in ce mau mult, insajocul de cuvinte este 
unul bine temperat. Vorbirea este, in continuare, abstractizata, artificiala si rareori aminteste 
de tonul si atitudinea degajate, de odinioara: „Pentru un pumn de asa zisi alesi / plateau 
scafandrierii drept pesches / sapte pauni pe ceas si sapte furii / ca niste hamesite holoturii” 
(Alibi scafandrier). Cea mai mare parte a poemelor se remarca prin rima imperecheata, de 
multe ori poetul evadand intr-un joe al rimelor si al conotatiilor, pentru a crea Critica poeziei. 
Avem aici un pamflet, construit dintr-o inventariere trucat spontana a vechiului, transpus in 
prezent, intr-o incercare de a-si regasi spiritul originar. in ciuda acestor eforturi, vizualul, nota 
cea mai pregnanta a liricii sale, este departe de a ne oferi acele jocuri de asocieri si comparatii 
atipice, superioare prin puterea visului eliberator. in aceasta faza, se poate vorbi doar de un 
posibil mimicry, realizat sub presiunea regimului politic, prin care se promoveaza o poezie- 
sablon. Forta creatoare a poetului se afla intr-un moment critic, astfel ca el recurge doar la o 
reeditare a unei parti din poemele sale, grupandu-le in volumul Ucenicul nicaieri zarit. Una 
din poeziile selectate ne duce catre jocul avangardist de la inceput, al lui Urmuz. O fiinta bizara 
este creata prin intermediul simbiozei dintre uman si obiectual: „Are ca majoritatea oamenilor 
/ doua maini, / doi ochi / ... Pe cap arboreaza o forma hieratica a universului. / Luati seama: / 
seamana ba cu un martir de pe vremea romanilor / scapat ca prin minune din groapa leilor / ba 
cu un turn scapat de la cutremur, / sau cu o balerina cu un picior de lemn...”. 16 Scoriile 
ideologicului persista si in Ancore lucii, unde versul laudativ este in crescendo, poetul 
intrecandu-se in numarul de epitete tributare programului, al „vremurilor inalte”. Peste intreaga 
tara este aruncata o mantie a grandiosului si a emfazelor, textele capatand usoare accente 
onirice: muntii devin templu, campiile sunt palatele cerealelor sau o masa intinsa, apele sunt 
zale, padurile se aseamana scuturilor, tara e o coloana fara de sfarsit, navele ii compun trena, 
fantanile, palatele, cochiliile si pietrele, un evantai, izvoarele se transforma in diamante, 


15 Virgil Teodorescu, Corp comun, Ed. Tineretului, Bucure^ti, 1968, pp. 48-49. 

16 Idem, Ucenicul nicaieri zarit, Ed. Albatros, Craiova, 1972, p. 187. 
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„Deasupra orasului marea trece in rochie de seara, / Atlazul fosneste si murmura lin, / Se-agata 
de cer cate-un clin / Si coama se-agata de steaua polara”. 17 Toate poemele se pun in slujba 
realismului socialist, ele trucand experienta sociala. Prin ele se produce o distorsionare a 
realitatii, Virgil Teodorescu portretizand aspectele pozitive care se petreceau la acel moment. 
Textele se caracterizeaza printr-un pronuntat simt al concretului existential, obtinut printr-o 
expunere detaliata a vietii clasei muncitoresti. Creatia poetica devine un mijloc al mistificarii, 
prin care se promoveaza un nou crez. Astfel, adevarul nu mai cunoaste o miscare descendenta, 
el este plasat pe un traiect ascendent, venind astfel de la om si constituind „recolta acestor 
treizeci de ani” (In cur and). 

Cu Un ocean devorat de licheni urmat de Poemul regasit, Virgil Teodorescu incearca 
sa revina in sfera suprarealista. Versul si ideea poetica devin mult mai dezinvolte, ele Hind puse 
pe reabilitarea visului. Amalgamul de sensuri rataceste, din nou, logica textelor, astfel ca orice 
lucru straniu este din nou posibil. Concretul este dat la o parte, iar poeziile lasa impresia unui 
crochiu, zugravit ambiguu, balansand intre tragic si comic: „Tu printre pomii imbracati in roba 
/ treceai si te plimbai de proba / distanta era mare si te lovea in plex, / zburau cocorii intr-un 
stol convex...” , 18 Textul este renovat, iar marea industrializare, clasa muncitoare si lumea 
satului sunt date uitarii. Sunt redescoperite spatiile de joe neobisnuite, neuzitate. O banala 
cearta intre soti este transpusa comic, poetul recurgand la un stil tclcgralist, chiar la stilul unui 
comentariu sportiv: „Sotul moare de urat, -/ lidia ll ia de gat, / sotul are o lulea, / jarul cade pe 
podea / si se-aseaza pe covor, -/ lidia il ia la zor: / sobal ei, acum dentist, / nu-i nici vesel si nici 
trist, / ca un brav avangardist” (Reflex). Tonalitatea este una degajata, hilara chiar, uneori 
moralizatoare si sfidatoare, cum se intampla in Rabdare de inger. Multe din poeziile de acum 
se bazeaza pe o insiruire de nonsensuri, pe innodari irationale intre versuri si silogisme 
inexplicabile: „Ai auz sa ma auzi / caci ai in gradina duzi,...” (Ai auz). Seriozitatea este 
inscenata, poetul facand apel la o serie de proverbe si expresii populare, fapt pentru care 
poemele devin sagalnice si creeaza situatii comice: oamenii isi fac cruce la auzul clopotului de 
la gatul unei capre, instructiunile de folosire ale cantarului dinamometri, o scrisoare de 
confesiune trimisa scaunului, conversatia dintre o oglinda si un dulap. Virgil Teodorescu se 
deplaseaza dinspre mimicry spre un ilinx partial, eliberarea de sub tutela partidului nefiind 
totala. Ludicul sau nu se rezuma doar la text, ludicul lui fiind insotit de lovaje si stilomancii. 

17 Virgil Teodorescu, Ancore lucii. Poeme, Ed. Eminescu, Bucure^ti, Pia^a Scanteii 1, 1977, p. 47. 

ls Idem, Un ocean devorat de licheni urmat de Poemul regasit cu $ase stilamancii, Ed. Cartea Romaneasca, 

Bucure:?ti, 1984, p. 10. 
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THE CULINARY CLUJ-NAPOCA OF ANDRAS CSERNA SZABO. THE 
GASTRONOMIC ELEMENTS OF THE TRANSYLVANIA-REPRESENTATION 

Julia Anna Makkai 

PhD Student, ’’Babes-Bolyai” University of Cluj-Napoca 

Abstract: In his first novel, Szived helyen epiil mar a halalcsillag (The Death Star Builds in the Place 
of Your Heart), Andreis Cserna Szabo, known for his short stories and gastro-writings, guides his 
readers through the contemporary Cluj-Napoca, where the protagonist sets off to find the cathartic 
love. The supposed happiness arrives unexpected, like a wildfire into his leisurely, bleak life. We travel 
through a Cluj-Napoca mystified by the particular gastronomic specialties of the region, by popular 
local catering units, by street names and historic built environment from the beginning of the last 
century, by the acknowledged names of Romanian poets and prose writers. Our protagonist experiences 
unforgettable, happy, and painful days with the mysterious girl from Cluj-Napoca, in Transylvania’s 
„ treasure city ”. The reader is served everything, from the Bulgakov Cafe to the Krajczar Pub, from 
„mici” to Ursus beer. In my presentation, I will attempt to outline the shaping of the Transylvanian 
space, focusing on the Transylvania-representation refined by gastronomic characteristics. 

The research topic of my ongoing PlrD-research aims to find the answer to the question: what kind of 
space-representations have the Transylvania-related literary works of the last few years, increasingly 
presen t on the European book-market created, and how are they capable of shaping the image of the 
region ? The au thor of this paper in tends to choose the literary works for analysis according to an own 
methodical model, and also intends to gather data about the chosen authors and poetical components 
through which the representations can be optimized during the demonstration. 

Keywords: literature, representation, region, Transylvania, multicultural 


The author’s writings are less known in Transylvania, even though the region appears 
in most of his short stories, due to his Transylvanian origins. In his first novel, Szived helyen 
epiil mar a halalcsillag (The Death Star Builds in the Place of Your Heart), published in 2013, 
he guides his readers through the contemporary Cluj-Napoca. 

The book, based on experiences of the pop culture, fuses many different genres and 
styles with the characteristic expressions of the mass culture. Modern genre-specific features 
allude to the picaresque novel , in which the main character is a peripheral figure of society, an 
adventurer, who attempts to succeed with the help of their skills and acumen. Picaresque, in 
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the modem prose is a form of narrative, the main formal characteristic being the free sequence, 
and interchangeability of the different episodes. In the film industry, Quentin Tarantino is 
known to be fond of the elements of the picaresque genre in his movies. This is why critics 
have pointed out the Tarantino-effect in Csema-Szabo’s novel: because the hero is a kind of 
adventurer in his own chaotic world. Furthermore, reality and vision, absurd, transcendental, 
all mingle in the novel, and the language is accommodated to the situation: it becomes either 
like a script, or lyrical, or coarse. 

Its postmodern characteristic is the metafiction, or the metanovel, their specific theme; 
the problematization of the role of the author, the self-referencing narration is included in his 
work by Cserna-Szabo. Bundas Emlek, the “contemporary novelist” reflects about himself: “I 
have had material difficulties regularly. I’ve never understood why I’ve constantly been broke, 
since I’ve always had work and advance payment. (...) Formerly, I’ve had written a few short 
stories every now and then, but nothing for years. I’ve been art-free for two years. So, I’ve been 
living trouble-free. Hamvas was right: the one that quits writing can enjoy other people’s 
written words without a sense of envy. (...) I haven’t had any problems is life, except for my 
life being as empty and dark as a gym of an elementary school of a dead town at night.” (...) “I 
enjoyed loneliness. I’ve been over several disappointments, and I couldn’t have agreed any 
more with Schopenhauer: only those who are content with themselves are happy. I liked 
cooking alone, and ponder over a glass of Bodrikutya over the uselessness of life (...).” 

The main character, Bundas Emlek is writing a western novel at the request of his 
publisher. The western “story” becomes the parallel of the main storyline, thus becoming 
“novel within a novel”, in which the reader meets both Bundas Emlek, and his western novel’s 
fictional story, the story of the Band of the Dirty Eleven, while the characters of the latter start 
gradually showing up in the space of the metanovel. 

The adaptation of numerous novels’, films’, theoretical writings’ elements confirms the 
pop culture’s influence. Bundas Emlek’s life is actually a perfect cultural hybrid: he reads the 
works of Lawrence Block and John Le Carre with Beethoven’s music as soundtrack, and while 
the tranquil construction of the Mokus-love starts building up around the hero, the walls start 
quaking from metal music. 

Pop-art welcomes the reader from the cover of the book that evokes the Albatrosz -book 
series with its ready-wom pulp fiction-design. We see the Star Wars series’ stylized Death Star, 
the western-style typography, and the typical femme fatale from the 70s’ pulp fiction next to 
each other. 
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The novel’s different storylines are connected by the central motif of a fatal love, the 
one that “kills, makes you stupid and penniless”. The love for a Romanian tattoo artist, Lena, 
sentences the hero to suffering, and it chases him from one emotional cul-de-sac to another. 
According to the critics, Csema-Szabo created an anti-hero that locks himself away from the 
world, either into a bathtub, along with a rubber ducky, either to Pecs or Cluj-Napoca, into the 
arms of women; the Hungarian Lebowski, whose comfortable, disorganized world-order is 
shaken up by love. 

The mingling cultural levels are kept together not only by love, but also by gastronomy, 
which is usually included in Csema-Szabo’s writings. The talk about gastronomy has become 
general nowadays, and it can be found on almost any communication platform, but “it often 
speaks about something completely different than at first sight: about life, death, tradition, and 
self-expression, about the choice of life-styles. This is why the culture of food and drink, the 
linguistic-semantic aspects of it regularly elicit the interest of litterateurs, communication 
researchers.” 1 Here, on the other hand, gastronomy is present as crime story and film; the 
different levels of Hungarian and foreign, contemporary and historic gastronomy are not 
separated, but applied to different moods, or on the contrary, they build up on the life and 
spiritual crisis of the hero, thus spoiling the mood. 

Bundas Emlek’s favourite pastime is cooking, roaming through the exciting universe 
of cook books and the art of food preparation. He often looks up cook books from the last 
century to escape the barren reality of his life. “I snuggled back under the duvet and studied an 
1881 cook book by Terez Szekula, with special consideration of the Szegedian chowder, made 
of sterlet, carp, catfish and holster. Terezke, the phenomenal niece of captain Szekula appeared 
in front of my inner eyes, carefully opening up the fish, not to pop the gall-bladder. The one 
throwing the bloody fish into the cauldron, feeding spoonfuls of pepper, wriggling carefully 
the cooking dish.” 

Contemporary researches draw conclusions about the familial and regional cooking and 
eating trends from the internal structure of recipe collections. These researches point out the 
bequeathing of gastronomic knowledge and experience, and also, the important role of writing 
in organizing and communicating the knowledge about gastronomy. 2 This is why, in 
researching nutrition, cook books have become a major source in the last several years. The 


1 http://www.szepirodalmifigyelo.hu/pdf/2012/12-l-010-gintli.pdf 

2 Keszeg Vilmos: Gasztronomia es emlekezet. Erdelyi Muzeum LXXIII. (2011) 1. 177-188. 
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recipe collection lives its very own life in this novel; Emlek reads it not only in order to prepare 
food, as homemakers do, but also, with a literary demand, under the auspices of some kind of 
complex somaesthetics. 

Lena’s “Ararat lamb was heavenly, her meatball pumpkin soup and trout stuffed with 
ginger, rice, and raisins, also. The origin of her cooking could not be located exactly; she 
cooked Armenian foods with the same excellence as the Romanian tripe soup, the Greek 
dolmades or the Jaffa chicken.” 

The very first Cluj-Napoca-experience visits our hero in the form of an envelope from 
Lena, even though it has always been present under the form of Lena in the myth of the 
unreadable woman. “Mircea Eliade was smoking his pipe on the stamp, wearing a jacket, a 
white turtleneck sweater, and thick-rimmed glasses. In the bottom right corner, a «CLUJ 
NAPOCA» seal.” Emlek responds to the call of love; he rushes into the former capital city of 
Transylvania on the train that is all too well known to anyone, who frequently travels the 
distance between Cluj-Napoca and Budapest: the Harghita IC (Inter City). His first encounter 
with the average local Romanian culture is through a conductor that salutes him on the platform 
of the train station in Cluj-Napoca: „Buna ziua, welcome to the jungle.” 

Transylvanian Hungarian ethnics regularly use the „old Hungarian” street names from 
the last century. The streets of Cluj-Napoca have two names, an official and a non-official one, 
as the author points out: „She came for me on a tandem bike. I sat behind her, and we flashed 
through the old city, along the Horea Road. -This road used to be called Horthy Miklos Street, 
but it need not be mentioned a lot (...).” Peter Gyorgy, in his stream of essays entitled Allatkert 
Kolozsvaron - Kepzelt Erdely (Zoo in Cluj-Napoca. Imaginary Transylvania) mentions that 
„Trianon meant the loss of an indistinguishably natural and cultural space that - though in a 
falsely self-deceiving way - was believed and presented as being our own; a ruthless and 
unprecedented change of scale in the national history, which could not be without any 
consequences.” 3 

The eloquent pieces of the built environment reflect the duality of the „bequeathed 
heritage” of the regime changes, such as the Romanian National Theatre, „built by two 
architects from Vienna, the same blokes that had built the Vigszinhaz. It was completed after 
the turn of the century. Of course, back then, it was called the Hungarian National Theatre.” 
Peter Gyorgy writes that „past and recent past, the time experienced as being the direct present 


3 Gyorgy Peter: Allatkert Kolozsvaron - Kepzelt Erdely, Magveto Kiado, Budapest, 2013., 133 old 
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are greatly context-sensitive, they somehow depend on the series of experiences we went 
through in the cultural space. (...) time and space do not objectively frame the historical events, 
they form a correlation system of constructions that create and facilitate meaning, a system that 
is culturally determined, that changes constantly and accordingly to the given political 
context.” 4 Bundas Emlek does not care about any of this. The fact that they talk to him about 
this, that he maybe should know about this is not an obstacle, not a challenge to him. Lena, on 
this other hand, is a tough nut to crack; because of her, he becomes the pantless victim of 
Hellerr’s desperate search of a tattoo in the Bulgakov. Ethnical conflicts, symbolic occupation 
of space are infinitesimal compared to this. 

Romanian high culture, in the novel is embodied through the statues of renowned poets: 
Mihai Eminescu and Lucian Blaga. „I’ve already known the poems of the former. I’ve first 
encountered the latter on a plastic, 200-lei banknote, on the train.” After this, he guides the 
reader to the riverside of the Some? River, regarded as one of the most beautiful sights of Cluj- 
Napoca. But this time, only as pub goers. We expect the description of the Promenade, the 
view from the Belvedere in vain; all we get is an inventory of pubs, and the surprise of the 
narrator over the character of real estate. This is all an intellectual from the Y-generation, from 
Budapest sees of Cluj-Napoca. „We drank two pints of Ursus beer in the Republic, we passed 
by the Hungarian Theatre, through the promenade, we passed across the Somes river on the 
Garibaldi Bridge. Lena was living in a villa with a garden, on the Eremia Grigorescu Street, in 
a round tower-room. The villa seemed to be cut out from a hundred-year old picture book; 
princesses are usually rescued from towers like this by Prince Charmings, on a rope. I’ve later 
found out that the aboriginals call this villa «The Palace of Tears». A pawnshop owner had 
built it. - This street used to be called Rakoczi. And that, there is our tower. We will be living 
there. Scriitor in turn - she said.” 

We travel through Cluj-Napoca’s most popular „Romanian and Hungarian places”, that 
must be seen by every tourist; a true culinary trip. „We had tripe soup in the Fair Play, pastas 
in the Wok’n Roll, veal T-bone steak in the Baracca, sous-vide Mangalica centre-loin in the 
Via. Saturday morning, we had Mititei on the jumble sale. Sunday afternoon, we got drunk in 
the students’ pub zone, the Nausea Alley, in the evening, we went to a CFR game. We were 
making ecstatic love in the tower for days. We drank beer in the Ursus factory. We strolled on 
the Promenade. We watched the Somes running by from the Belvedere. We wandered through 


4 Gyorgy Peter: Allatkert Kolozsvdron - Kepzelt Erdely, Magveto Kiado, Budapest, 2013., 91 old. 
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the Hajongard Cemetery, we kissed among the tombs and crypts. We bar-hopped all night, 
flitting from one place to another: Bulgakov, Insomnia, Euphoria, Atmosphera, Republic, 
Krajczar...” A catalogue of cliches and stereotypes. 

The „heritage” of the Communist regime appears in the form of the Hotel Transilvania; 
the hero orders a cup of tripe soup, three Mititei’s with Mujdei sauce from the “fake Szekler” 
waiter, it comes served on a “flower patterned china plate from the peacetime”. In these 
symbolic scenes we encounter that kind of Transylvania that is stigmatized by Communism, 
the one that has consciously become a kind of brand: a pure Szekler paradise, reserved for 
oafish tourist from Hungary. 

The “fake Szekler” uses that Szekler accent, which is very attractive to tourists to list 
the following meals: “-Totott arde, sargalegeny, pityokatokany, bocuj, lofinggombas laska, 
kirlanflekeny, hecsempeccses panko, kokjzas lapotya, agycsorba.” (stuffed peppers, hominy, 
potato stew, another kind of hominy, pasta with puffball mushrooms, steak, donuts with rosehip 
jam, pastries with blueberries, Ciorba made of brain). The Szeklerland, less known by the 
majority of the tourist from Hungary appears as an imaginary land, and it becomes exotic, 
regardless of its actual geographic coordinates. 

The lovers plan their common future to be set in Budapest, where they would open a 
unique Romanian restaurant. 

The most important nodes of the city are also mentioned in the book: “the OTP ATM 
of the main square”, the Cafe Bulgakov, the Calvinist Church on the Kogalniceanu Street, the 
Castle Street, the Carolina square, or the Hajongard Cemetery. Bundas Emlek has spiritual 
encounters with the well-known figures of Transylvanian Hungarian culture from Cluj- 
Napoca: „Aftemoons, I go to Dsida’s house to play chess, we talk about God, we discuss the 
lyrical short story with Andor Bajor until morning light, we light up a cigarette with Count 
Banffy in the sunset, and we ponder the future of Transylvania.” 

Based on Peter Gyorgy’s work it is justified to state that the Hungarian public’s 
threshold of response can be reached by the presence of the well-known, authentic 
Transylvanian personalities and scenes, which are emphasized and placed into the narrative. 
Through this process, Cluj-Napoca is transformed into a „cultic space”, in an „unhistorical” 
time in Cserna-Szabo’s novel. This appears to be a Cluj-Napoca image placed together by a 
tourist that spent a week in the city in 2011-2012. 
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SOCIO-LITERARY TERRORISM. UPGRADED DEFINITION 


Gabriela-Alexandra Banica 

M.A:, ’’Mihai Viteazul” National Intelligence Academy, Bucharest 


Abstract: The paper is set to analyze the challenges faced by the research topic of socio-literaiy 
terrorism as its form of research shifts from MA dissertation in the field of Intelligence Studies to PhD 
thesis in the field of Cultural and Literary Studies. The paper presented in 2013 at the first edition of 
LDMD, entitled 'Socio-literary Terrorisin', dealt with announcing and defining a new type of terrorism, 
named by the au thor socio-literaiy terrorism. The paper dealt with the fact of how literaiy works are a 
medium for presen ting and discussing a major problem of our contemporaiy-intemationalized society, 
terrorism. And two literaiy works represented the objects of study: Mao II by Don DeLillo and 
Underground- The Tokyo Gas Attack and the Japanese Psyche by Haruki Murakami. This current 
research develops on the theme of terrorism in fiction in three of Don DeLillo’s novels: Players (1977), 
Mao II (1991) and Falling Man (2007), and expands on the theme of terrorism in Japan beyond Haruki 
Murakami's text. 

Keywords: current research on terrorism, Don DeLillo, socio-literary terrorism, terrorism in Japan, 
terrorism in literature. 


The paper resented in 2013, “Socio-literary Terrorism”, was focused on ”how literary 
works are a medium for presenting and discussing a major problem of our contemporary- 
internationalized society, terrorism” (Banica, 566). And the purpose of research was to name 
and define the information about terrorism made available to the public through books. 
Bringing into play a new type of terrorism questions about forms of countering it would be 
raised inside the field of counterterrorism academic field. Such a theme of research was 
possible inside the field of Intelligence Studies. In order to validate the research done a stronger 
accent was to be put on the terrorism in literature component of the research, that is why the 
research took on a new format, that of a PhD in the field of Cultural and Literary Studies. 

Of interest to the current research “Socio-literary Terrorism Upgraded Definition”, are 
the summary of the two parts of the 2013 paper and the conclusions. The paper “Socio-literary 
Terrorism” was divided in two parts: “Invisible Terrorism in Japan”, that was dedicated to 
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developing on the theme of terrorism in Japan through the lenses of Haruki Murakami’s text: 
“Underground: The Tokyo Gas Attack and the Japanese Psyche, published in 1997/1998, and 
“Writers of Earth or Terrorism as Social Construct”, that represented an analysis of Don 
DeLillo’s novel Mao ll (winner of the PEN/Faulkner Award in 1992). 1 The working method 
was content analysis for Haruki Murakami’s book, the word considered was terrorism, while 
for Don DeLillo’s novel it was literary analysis. 

The first part of the paper, entitled ’’Invisible terrorism in Japan” is about a literary 
work, Underground by Haruki Murakami that has as a starting point for its creation a terrorist 
attack on the civilian population of Tokyo. By using content analysis as a research tool to 
analyze the text, the focus is on the impact that the terrorist attack has on the victims/survivors 
of the attack, are they able to identify what happened to them as being victims/survivors of a 
terrorist attack? The series of interviews conducted by Haruki Murakami on the 
victims/survivors of the terrorist attack with sarin gas that took place in the Tokyo subway on 
March 20, 1995, staged by Aum Shinrikyo religious sect, shows that it is possible to speak of 
an invisible terrorism in Japan because of, not only the nature of the weapon used for the attack, 
sarin gas, a formidable invisible weapon, but also because of the response given by the 
victims/survivors about the nature of the attack: their inability to understand and realize the 
nature of the events that they were part of. (Banica, 566) 

The second part of the paper, entitled “Writers of Earth or Terrorism as social 
construct”, is about a literary work, a fictional novel, that discusses matters related to terrorism 
in its content out of the author’s own will, Mao II by Don DeLillo. In his novel Don DeLillo 
creates a literary universe meant to raise awareness around a major problem of our 
contemporary-internationalized society, terrorism. By its nature, being a postmodern creation, 
the novel signal a series of changes and ongoing processes in Don DeLillo’s societal 
environment, that are represented in the text by a multitude of interplays, of interest are the 
interplays between the notion of writer and that of terrorist, and individual/author-crowd- 
image/art. The postmodern “tools” used by the author, the disappearence of writing into 
political action ad the intertextual encounter with photography will be of interest to the current 
research (Carmichael 212). From the social load of the novel, representative for trying to define 


1 “The PEN/Faulkner Award for Fiction is a national prize which honors the best published works of fiction by 
American citizens in a calendar year.” According to the PEN/Faulkner Foundation site, 
http://www.penfaulkner.org/award-for-fiction/ , accessed November 2015. 
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a new type of terrorism, socio-literary terrorism, is of course the social dimension and 
implications of terrorism as presented by the text. Literary analysis is the means to do it, and 
the process is by revealing (all) the writers of Earth present in DeLillo’s novel. (Banica, 566) 

In the conclusion of the respective research the definition of socio-literary terrorism is 
presented: 

Murakami's work aims to reveal the nature of the Japanese psyche by the way the 
Japanese people deal with the terrorist attack. The event is a real one, the Japanese society has 
experienced such a thing on 20 March 1995. The subject exists, but the need to filter it through 
literature is Haruki Murakami's, a man who can slice a problem of his society through his nature 
as an author. In this case we can talk about terrorism as it is known to us all, as an anti-human 
act, using calculated, shocking and illegal violence on civilian population is known to be the 
core of terrorism. However the medium for communicating it to the public is that of a literary 
work. Ever since terrorism invaded the media, and in this way each of us has become a 
terrorism consumer with the help offered by the media, this phenomenon being known as ad- 
terrorism, it is understood that when the general public has come to consume terrorism through 
literature a new type of terrorism was born: literary terrorism. 

By analogy with the definition of ad-terrorism, a definition for literary terrorism can be 
provided, ad-terrorism refers to advertising terrorism or doing publicity for it, term applied to 
the working methods of terrorists meant to intimidate and induce of shock, fear and chaos 
among civilians by media or other means of advertising. Also called advertising terrorism or 
the message terrorism or terrorist groups, whose ads are addressed to noncombatant subjects. ( 
Dulea and Frunzetti 177) . A first definition of literary terrorism can be offered, literary 
terrorism refers to terrorism that appears in a literary work, or to terrorism as being the topic a 
literary work. It is also a term meant to define the everyday reality of terrorism poisoning the 
society, given the fact that terrorism has invaded even the literary creations. 

A definition of literary terrorism was offered by analyzing the literary work created by 
Haruki Murakami: Underground. In the second part of the paper the focus was on the social 
dimension of terrorism as it is found in the novel Mao II by Don DeLillo. This is done in order 
to give some completion on the nature and name of terrorism found in literary works. Often is 
not enough to call it just literary terrorism considering that the terrorism consumed through 
books has an important social component, as it is found in the literary works whose theme is 
terrorism. An enlarged term and definition is put to question, i.e. the existence of a socio- 
literary terrorism. (Banica, 572) 
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The choice of authors and books for the “Socio-literary Terrorism” paper relays on the 
fact that both authors are widely read and acclaimed writers, not only in their country, but, also 
abroad. So their works are disseminated on a large scale. Regarding the two books: 
Underground and Mao ll, they both represent “grand narratives” of the 1990s material on 
terrorism in their on countries and abroad. The 1990s represented the period of interest for the 
research in order to shed light on the existence and circulation of information about terrorism 
through books prior to the 9/11 terrorist attack on the World Trade Center, that marked a 
“boom” in the literature and discourse about terrorism. 

As a PhD thesis the research that was started as an M.A. dissertation was amended from 
the very first instance of its being, the title. It is called “Terrorism in Fiction: An American and 
a Japanese Perspective”, and of course the nucleus of interest is represented by literature about 
terrorism, considering that the medium of disseminating the information about terrorism is the 
book. This brought into play a first big challenge: keep Haruki Murakami’s text Underground 
as part of the research. His work is not a fictional novel, but a collection of interviews with 
victims and perpetrators of the attacks, and an essay of the topic of the attack in Tokyo under 
the form of a Preface. What was considered to be valid was the worked done on Don DeLillo’s 
novel Mao ll. Part two of the “Socio-literary Terrorism” was the ground materials for one of 
the subchapters of the PhD thesis, that was presented under the form of two distinct papers 
“Don DeLillo’s ‘Writers of Earth’ in Mao II” at the 60 th Edition of the British Association for 
American Studies Conference, organized by Northumbria University, Newcastle. U.K., on the 
12 th of April 2 and “The Reproduction of Art as Gift and Souvenir in Don DeLillo's Mao ll ” at 
the 1st Edition of the International Scientific Conference: “Text versus A Piece of Art”, 
organized by the Department of Art History, Department of Slavic Studies and Faculty of the 
History of Arts at the Lviv National Academy of Arts and Waldemar Ceran Research Center 
for the History and Culture of the Mediterranean Area and South-East Europe CERANEUM 
at the University of Lodz. 3 


2 “Don DeLillo’s Writers of Earth in Mao II”Abstract: In his novel Mao II Don DeLillo creates a literary universe 
meant to raise awareness around terrorism, a major problem of his contemporary-internationalized society-the 
American society of the 90s. By its nature, being a postmodern creation, the novel signals a series of changes and 
ongoing processes in Don DeLillo’s societal environment, which are represented in the text by a multitude of 
interplays. Of interest to the current paper are the interplays between the notion of writer and that of terrorist, and 
between individual/author-crowd-image/art. By analyzing the mentioned interplays the research is set to reveal 
(all) the of Earth” present in DeLillo’s novel (the novelist, the terrorist, Mao Zedong, Andy Warhol). 

3 “The Reproduction of Art as Gift and Souvenir in Don DeLillo’s Mao II”Abstract: The paper is set to analyze 
the description of an art work by Andy Warhol in Don DeLillo’s novel Mao 7/(1991): a reproduction of a pencil 
drawing called Mao II offered as a gift by Scott to Karen, two of the novel’s secondary characters. The analysis 


1516 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


At the current stage of its writing, the PhD thesis develops on the theme of terrorism in 
fiction in three of Don DeLillo's novels: Players (1977), Mao 11 (1991) and Falling Man (2007), 
and expands on the theme of terrorism in Japan beyond Haruki Murakami's text. 

The “Terrorism in Fiction” is based on the assumption that providing research and 
information about the period before the 9/11 terrorist attacks is to be central to its writing. That 
is why Benjamin Kunkel’s vision on Don DeLillo’s terrorist novels encompassing two of his 
pre-9/11 novels: Players (1977) and Mao ll (1991) dealing with the theme of terrorism and the 
author’s post-9/11 novel Falling Man (2007) will represent the material for the literary and 
cultural analysis in the corpus of research. * * * 4 

Materials from the developing subchapter about Falling Man (2007) were presented at 
two conferences abroad: “Still Life and ‘Falling Life’ Instances of Art in Don DeLillo’s novel 
Falling Man ”, The 1 st Edition of the International Scientific Conference: Beyond the Crisis in 
the Humanities: Transdisciplinary transformations of Contemporary Discourses on Art and 
Culture, organized by the Faculty of Media and Communications, Singidunum University, 
Belgrade, Serbia, in April 2015, 5 and “The Falling Man, the photograph, the article, the 


deals with the two dimensions of the art work as presented in the novel: as ’’physical object” in the form of a 

reproduction of a drawing and as an example of ecphrasis. The introduction of the art work in the content of the 

novel provides information about the relationship between the two characters that interact with it as an object, not 
only as an art work: “Karen was in the bedroom looking at the gift Scott had brought back from the city. (...) She 
unrolled it on the bed and used objects in reach to hold down the corners. She studied the picture to see what was 
interesting about it or why Scott though she might like it. (...) It was by a famous painter whose name she could 
never remember but he was famous, he was dead, (...). Or maybe he was just supposed to be dead. Scott said he 
didn’t seem dead because he never seemed real. Andy. That was it” (DeLillo 62). Such an element also sheds light 
on the role the description of an art work plays in the literary work considering the direct relation it has with the 
title of the novel and its topic: “It was a reproduction of a pencil drawing called Mao II. (...) The face of Mao 
Zedong. She [Karen] liked that name all right. It was strange how a few lines with a pencil and there it is, some 
shading in, a scribbled neck and brows” (DeLillo 62). 

4 The reference is to Benjamin Kunkel’s 2005 article “Dangerous Characters”, published in The New York Times, 
http://www.nytimes.eom/2005/09/l 1/books/review/1 lkunkel.html?pagewanted=all& r=0 , accessed July 2014 

5 “Still Life and 'Falling Life' Instances of Art in Don DeLillo's Novel Falling Man” Abstract: Taking into 
consideration the fact that Don DeLillo's novel deals with the topic of the terrorist attack on the World Trade 
Center towers on the 11th of September 2001 there is no surprise that this fiction is ostensibly about trauma and 
terrorism, but not the same can be said about the prevalence of art that is to be found in the novel In the universe 
of the novel the event invades, via art, the private life of the characters and the public sphere. The towers follow 
the characters everywhere, sitting in one’s living room surrounded by familiar objects is no longer possible: “I 
keep seeing the towers in this still life. (...) She saw what he saw. She saw the towers” ( DeLillo, 61). The public 
sphere is haunted by a “single falling figure that trails a collective dread, body come down among us all”, the 
audience of such acts of falling identifies in the performance an act of remembrance: “He brought it back, of 
course, those stark moments in the burning towers when people fell or were forced to jump” (DeLillo, 40). The 
paper is set to analyze the role still life and performance art has in Don DeLillo's novel Falling Man (2007) and 
it argues that there is no opposition between inanimate subject matter-the still life paintings of Giorgio Morandi, 
and animate subject matter- the performance art of David Janiak, 'a performance artist known as the Falling Man'. 
Together they form a continuum that allows art to empower the text. 
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documentary and the novel- A Snapshot Image of a Wounded USA” Third Annual 
International CCCS Conference2015 "Identity and Culture", organized by the Center of 
Culture and Cultural Studies, Skopje, Macedonia, in September 2015. 6 

The material designed for the subchapter discussing the three novels as one unit in Don 
DeLillo’s literary career will be presented at the European Association for American Studies 
Conference, in April, 2016. And the title of the material is: “The Transformative Power of the 
Arts in Don DeLilo’s Terrorist Novels”, and it pays attention to the fact that Don DeLillo’s 
development of the terrorism theme goes hand in hand with the increase of the arts theme in 
his terrorist novels. This aspect, the presence of the arts theme in his terrorist novels, will be 
analyzed as DeLillo’s means of creating a counter-narrative to find against terrorist, the need 
for such counter-narrative is presented in his essay “In the Ruins of the Luture- Reflections on 
Terror and Loss in the Shadow of September”: “The narrative ends in the rubble, and it is left 
to us to create the counter-narrative. (...). This is also the counter-narrative, a shadow history 
of false memories and imagined loss” (DeLillo, 35). 

The paper entitled “The Transformative Power of the Arts in Don DeLilo’s Terrorist 
Novels”is set to present the transformative power of the arts in Don DeLillo’s terrorist novels: 
Players (1977), Mao 7/ (1991), and Falling Man (2007), by analyzing the passage from terrorist 
as social actor in the universe of the novel to terrorism as a main theme of a novel by Don 
DeLillo, and it argues that Don DeLillo makes use of the transformative power of the arts to 
create his counter-narrative. In Don DeLillo’s literary work the notion of terrorist as societal 
actor first appears in his 1977 novel Players, the notion is later given in-depth treatment in his 
1991 novel Mao II . In his post- 9/11 novel Falling Man, terrorism itself is the main theme of 
the novel along trauma. This passage from terrorist as a character and theme of discussion in 
his novels to terrorism as an international phenomenon, no longer focusing on the person but 


6 “77;e Falling Man , the photograph, the article, the documentary and the novel- A Snapshot Image of a Wounded 
USA” Abstract: The paper is set to analyze the impact which Richard Drew’s photograph of a man falling from 
the North Tower of the World Trade Center, during the terrorist attack on the World Trade Center Towers on the 
11 th of September 2001, had on the national image of the United States of American, by trying to reveal the social 
and cultural significance of the Falling Man. The resources used for conducting the research are Tom Junod’s 
article about the photograph: The Falling Man published in the September 2003 issue of Esquire magazine 
9/ll:Tlie Falling Man, a 2006 documentary film about Richard Drew’s photograph The Falling Man and the story 
behind it, and Don DeLillo’s novel Falling Man (2007) dealing mainly with terrorism and trauma. The article and 
the documentary film focus on identifying the falling man, whereas in Don DeLillo’s novel the falling man is a 
performance artist who is recreating the event of Drew’s photograph in a literary setting. What is achieved through 
filtering the event of the photograph in a literary context? Where should this photograph be shown and why? It is 
known that the American press decided upon self-censorship regarding the publication of the photograph. These 
are the questions the paper is dealing with. 
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on his act, is market by an increasing usage of art in his novels. If in Players the arts have a 
small dosage in the content of the novel ( a cinematic passage: a no sound movie depicting 
golfers killed by terrorists) in Mao II a prevalence of the arts is noted through direct reference 
to Andy Warhol’s works, and the authour’s focus on photography. In his post- 9/11 novel 
Falling Man the prevalence of the arts increases: there is art, artists and art critics present in 
the novel. 

A first step for being able to keep Haruki Murakami’s book Underground as material 
for research was made through presenting a paper entitled ‘“Panic Sites’ of the Heisei Period” 
at the 9 th Annual Conference on Cultural and Social Anthropology of East Asia 2015 organized 
by the Department of Asian Studies, Palacky University Olomouc, Olomouc, Czech Republic 
in October 2015. The material tries to contextualize the event of the terrorist attack on the 
Tokyo subway inside the Japanese culture of disaster. Also the paper is set to analyze the three 
main disasters of contemporary Japan, the Heisei period (1989 to present): the Great Hanshin 
Earthquake ( 17 st of January 1995), the sarin gas attack in the Tokyo subway led by Aum 
Shinrikyo religious sect (20 th of March 1995) and the Great East Japan Earthquake (11 th of 
March 2011) as ‘panic sites’, focusing on the impact the events had on individual Japanese 
people and the Japanese psyche. The Great Hanshin Earthquake was considered at the time of 
its happening ‘the worst natural disaster in post World War 11 Japan’. In the same year Japan 
faced an act of domestic terrorism. Failure of the Japanese government to react effectively to 
these events led to the formation of non-govemmental organizations in Japan. Sixteen years 
later, on March 2011, the country suffered the strongest recorded earthquake in its history, 
which was followed by a devastating tsunami and radioactive contamination. Analyzing the 
three main disasters of the Heisei period as ‘panic sites’ refers to playing the real events against 
the Japanese imagination of disasters as portrayed in animated science fiction movies (from 
Godzilla , 1954, to Akira, 1988) released before 1989. 

The future path for analyzing terrorism in Japan is by focusing on the “terrorism 
discourse”. This is needed considering the fact that the “terrorism discourse” is made out of 
literary and non-literary “types of fictionalization- representation by the media, political 
manipulation, academic definitions ” (Zulaika and Douglass, 16) and this comes in handy 
because the Tokyo sarin gass attack is not represented in modern Japanese literature. 7 The event 


7 During the research done so far inside the field of Japanese culture and literature, such an example was not found 
of a fictional novel about the terrorist sarin gas attack. 
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of the terrorist attack on the Tokyo underground that took place in March 1995 is widely 
discussed in terms of the government’s inability to respond to the event through its emergency 
service and paying consideration to the reality and developing status of the new religions in 
Japan, the religious sect that caused the attack was enlisted as one of the new religions. 

Despite the hard work done in terms of conducting research on the socio-literary 
terrorism, the term is not provided with a upgraded actual definition as the title suggested 
“Socio-literary Terrorism Upgraded Definition”, instead the work done tries to elucidate and 
develop on the topic of terrorism in literature and terrorism in discourse in order to enrich the 
current definition of socio-literary terrorism in order to pass as a valid definition of a type of 
terrorism inside the field of study of literary and cultural studies. 

Acknowledgement: This work was co-finaced from the European Social Fund through 
Sectoral Operational Programme Human Resources Development 2007-2013, project number 
POSDRU/187/1.5/S/l55559, Competitive Multidisciplinary Doctoral Research in Europe. 
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E. T.A. HOFFMANN - A PRECURSOR OF MAGIC REALISM 


Andreea Scrumeda 

PhD, Assoc. Teacher, ”A1. loan Cuza” University of Iasi 


Abstract The entire cultural life of many European countries perceived the influence of the Hoffnannian 
fantasy, in prose and in verse, in music and in painting. We have found the roots of the "magical 
realism " in the German culture space and before Hermann Hesse and Franz Kafka we can find the 
eccentric ETA Hoffmann. Using a structure that combines realistic background with unexpected and 
especially unexplainable events, the magical realism has fulfilled the expectations of the most fanciful 
realistic. Among all German romantic writers, ETA Hoffmann is one that meets the requirements of the 
modern fantasy genre, by some of his short stories, and the novel Die Elixiere des Teufels. Whereas the 
"Kunstmarchen" theory founded by Goethe and developed by Novalis stipulated for the avoidance of 
any connection with reality, Hoffmann demands that fantasy should suddenly break out in daily life, a 
technique which Bernd Krolop oxymoronically called "fantastic realism". Anticipating the magical 
realism, Hoffmann offers us an original and complex form of the fantasy, in a subtle combination 
between everyday life and marvelous. 

Keywords: E.T.A. Hoffmann, magic realism, oxymoron, fantasy, The Golden Pot 


Realismul magic In 1925, criticul de arta german Franz Roh teoretiza cu ajutorul 
conceptului de „realism magic” curentul postexpresionist (Neue Sachlichkeit) in pictura 1 . Cu 
toate acestea, cel mai des conceptul este asociat cu fenomenul literar din secolul XX in care 
sunt implicate operele unor scriitori sud-americani; romanul Cien ahos de soledad (Un veac 
de singuratate) al lui Gabriel Garcia Marquez, este considerat prima creatie majora din acest 
curent, iar celelalte nume marcante sunt: Jorge Luis Borges , Isabel Allende , Alejo Carpentier ; 
literatura asiatica este reprezentata de Salman Rushdie si de Haruki Murakami, dar si de alti 
scriitori; nici literatura europeana nu ignore fenomenul; li mentionam pe Gunther Grass si pe 
John Fowles. 


1 Franz Roh: Nach-expressionismus; magischer Realismus: Probleme der neuesten Europaischen Malerei - 

Leipzig, Klinkhardt & Biermann, 1925. 
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Jorge Luis Borges este considerat, de fapt, de unii critici ca fiind primul autor de opere 
bazate pe realism magic, cu Historia universal de la infamia; daca in partea esentiala a 
remarcabilei lucrari (gen cronica) nu gasim elemente specifice acestui curent, anexa intitulata 
Etcetera abunda in asemenea motive. Mentionam povestirile Un tedlogo en la muerte, La 
camara de las estatuas, Historia de los dos que sonaron si mai cu seama El brujo postergado, 
El espejo de tinta, unde Borges lanseaza deja motivele sale preferate: oglinda, dublul (ne 
amintim de E.T.A. Hoffmann) labirintul, infinitul si, in relatie cu acesta, imortalitatea. In El 
brujo postergado, un preot pleaca de la Santiago la Toledo, pentru a-i cere lui Don Ilian, un 
vrajitor renumit, sa-1 invete magia. Acesta ii cere sa-i promita o favoare pentru favoarea pe care 
i-o va face; isi conduce oaspetele in pivnita, unde se declanseaza toata actiunea; un mesager il 
anunta pe preot ca a fost, intre timp, avansat in grad; postul sau ramanand liber, Don Ilian i-1 
solicita pentru o ruda a lui, dar preotul, amintindu-si de propriile rude, ii amana indeplinirea 
dorintei. Urmeaza o ascensiune rapida, pana cand fostul preot devine Papa; vrajitorul solicita 
pentru ultima oara postul tocmai parasit de oaspetele sau si este pentru ultima oara refuzat. intr- 
o clipa, cei doi se regasesc in pivnita lui Don Ilian, in aceeasi zi in care se intalnisera pentru 
prima oara. Vrajitorul ii reproseaza oaspetelui sau incalcarea promisiunii, iar preotul se intoarce 
in orasul sau fara a 11 invatat magia. Naratiunea este reprezentativa pentru genul realismului 
magic, prin deformarea timpului si a spatiului. El libro de arena este, asa cum o arata si numele, 
povestea unei carti infinite; paginatia sa dezordonata nu-i pennite cititorului sa regaseasca 
randurile citite deja; ciudata achizitie devine pentru narator o constructie labirintica si 
obsedanta. El va iesi din acest cere vicios doar abandonand cartea pe rafturile unei biblioteci 
publice. O intamplare similara este descrisa in El Zahir. Moneda primita ca rest intr-o tavema 
ajunge sa-1 obsedeze pe detinator, care se lasa prada unor ganduri pe tema cercului, pe tema 
valorilor sau a monedei in toate formele sale, din cele mai vechi timpuri. Infinitatea deschisa 
de moneda il ingrozeste pe protagonist. 

De curand, realismul magic in literatura a fost definit ca „a kind of modem fiction in 
which fabulous and fantastical events are included in a narrative that otherwise maintains the 
'reliable' tone of objective realistic report, designating a tendency of the modem novel to reach 
beyond the confines of realism and draw upon the energies of fable, folk tale, and myth while 
maintaining a strong contemporary social relevance. The fantastic attributes given to characters 
in such novels - levitation, flight, telepathy, telekinesis - are among the means that magic 
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realism adopts in order to encompass the often phantasmagorical political realities of the 20th 
century." 2 

O scurta prezentare: „E.T.A. Hoffmann was a 19th century German author known for 
his bizarre, fantastical works. He was one of the major figures of German Romanticism, and 
his work inspired such later genres as Surrealism, Fantasy, and Magical Realism.” 3 De fapt, s- 
a afirmat ca formula realismului magic a fost initiata in Europa de scriitorii E. T. A. Hoffmann 
si Hermann Hesse: „Pedro Palou, who stayed in Mexico, pointed out that „magical realism", in 
which reality and fantasy are intertwined, is not just purely Latin American. He mentioned 
writers such as E T A Hoffmann and Franz Kafka.” 4 Nu este de ignorat nici opinia potrivit 
careia insusi parintele realismului magic, Jorge Luis Borges, se recunostea - intr-adevar, cu o 
discretie excesiva - tributar romanticului german: „If Borges never objected to the term, it is 
probably because he was indeed influenced by the European sources of magical realism, E.T.A. 
Hoffman and others.” 5 

O definitie a genului este cea emisa de Matthew Strecher: „what happens when a highly 
detailed, realistic setting is invaded by something too strange to believe” 6 Realismul magic este 
genul literar in care elementele supranaturale apar in mod firesc intr-un mediu realist. Intr-o 
formula alternativa, fictiunea apartinand acestui gen nu detine insusiri fantastice explicite, doar 
ca unele evenimente in care este implicat protagonistul incalca regulile lumii reale. In 
descrierile realiste apar elemente fantastice, preluate din mituri, basme si vise. Lindsay Moore 
afirma: „caracteristicile realismului magic sunt: caracterul hibrid (urban si rural, occidental si 


2 The Concise Oxford Dictionary of Literary Terms, 3rd ed., 2008. „un tip de fictiune moderna, in care 
evenimentele fabuloase si fantastice sunt incluse intr-o naratiune care, altfel, mentine tonul "demn de incredere" 
al relatarii realiste si obiective, desemnand o tendinta a romanului modern, de a aj unge dincolo de limitele 
realismului si de a recurge la energiile fabulei, povestii populare si mitului, mentinand in acelasi timp o puternica 
relevanta sociala contemporana. Atributele fantastice din astfel de romane - levitatia, zborul, telepatia, telekinezia 
- se numara printre mijloacele pe care le adopta realismul magic, in scopul de a cuprinde realitatile politice adesea 
fantasmagorice ale secolului XX.” (traducere: A. Scrumeda) 

3 http://www.wisegeek.eom/who-is-e-t-a-hoffmann.htm#didyouknowout , E .T.A. Hoffmann a fost un autor 
german din secolul XIX, cunoscut pentru scrierile sale fantastice, bizare. A fost unul dintre cele mai importante 
personaje din romantismul german, iar opera sa a inspirat genuri ca suprarealismul, fantasticul si realismul magic.” 
(traducere: A. Scrumeda) 

4 http://www.theage.com.au/articles/2002/07/15/1026185155152.html - „ Scriitorul mexican Pedro Palou sublinia 
ca „realismul magic", in care se impletesc realitatea si fantezia, nu este de sorginte pur latino-americana. El a 
mentionat scriitori cum ar ft E.T.A. Hoffmann si Franz Kafka.” (traducere: A. Scrumeda) 

5 http://www.curledup.com/brodiesr.htm - Daca Borges nu a obiectat la acest termen, este probabil pentru ca el a 
fost intr-adevar influentat de sursele europene ale realismului magic, E.T.A. Hoffman si altii. (traducere: A. 
Scrumeda) 

6 Matthew C. Strecher: Magical Realism and the Search for Identity in the Fiction of Murakami Haruki, Journal 
of Japanese Studies, vol. 25, nr. 2, 1999, p. 267: „ceea ce se petrece atunci cand o scena realista pana in detalii 
este invadata de ceva ciudat si incredibil.” (traducere: A. Scrumeda) 
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indigen), perspectiva ironica a autorului, reticenta auctoriala (lipsa unei opinii clare a 
naratorului in legatura cu caracterul real sau imaginar al evenimentelor relatate).” 7 Criticul 
mexican Luis Leal afirma: "If you can explain it, then it's not magical realism.” 8 

Conchidem ca orice creatie din realismul magic - inclusiv mai multe creatii ale lui 
E.T.A. Hoffmann, ceea ce ne ajuta sa-1 stabilim ca precursor al acestui curent literar - prezinta, 
mai mult sau mai putin, urmatoarele caracteristici: 

• Elementul fantastic 

Observam ca aparitia elementului fantastic nu constituie un soc sau o surpriza pentru 
personaje, care sunt dispuse sa-1 accepte, in loc sa caute logica fenomenului. 

• Detaliile senzoriale. 

Astfel, aparitia odiosului Sandmann il impresioneaza pe copil pe toate caile senzoriale. 

Vizitele misteriosului avocat sunt insotite de izbitoarea tacere a parintilor si de zgomotul pasilor 
sai pe scara, de mirosurile din laborator si de diferite impresii vizuale. 

• Deformarea timpului, a spatiului si, uneori, a cauzalitatii: 

In Ulciorul de aur, Anselmus se afla, simultan, captiv intr-o sticla pe un raft si pe malul 

raului. 

• Motivele care tin de legenda sau folclor 

Daca Medardus, din Die Elixiere des Teufels, isi imprumuta numele de la un sfant 
legendar, „Sandmann” este un personaj din folclor pe care, cu umorul sau negru, Hoffmann il 
transforma din pozitiv in negativ. 

• Reticenta auctoriala 

Aceasta ar insemna „deliberate withholding of information and explanations about the 
disconcerting fictitious world.” 9 . Mai precis, naratorul nu ne ofera opinia sa cu privire la 
acuratetea faptelor descrise. La sfarsit, cititorul nu este sigur daca sa creada in interpretarea 
supranaturala sau in cea realista a evenimentelor. 

Procedeul narativ din Der Sandmann ilustreaza perfect aceasta caracteristica. Exista 
perspectiva lui Nathanael, cea diametral opusa, a Clarei, precum si cea ambigua a autorului 


7 https: //suite.io/lisa.lowen/62hz2xf 

8 Luis Leal, Magical Realism in Spanish America, din MR. Theory, History, Community, p. 120: „Fara a se gandi 
la conceptul de realism magic, fiecare scriitor exprima o realitate pe care o observa la oameni. Pentru mine, 
realismul magic este o atitudine din partea personajelor din carte, fata de lume sau fata de natura. [...] Daca se 
poate explica, atunci nu este realism magic.” (traducere: A. Scrumeda) 

9 Amaryll Beatrice Chanady: Magical Realism and the Fantastic: Resolved versus Unresolved Antinomy. New 
York: Garland Publishing Inc., 1985, p. 16. „retinerea deliberate a informatiilor si explicatiilor cu privire la 
deconcertanta lume fictiva” (traducere: A. Scrumeda) 
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insusi. A fost oare Coppelius/ Coppola un personaj malefic, ce a provocat caderea - la propriu 
si la figurat - a visatorului student, sau avem de-a face cu o psihoza? Autorul nu ne impune 
viziunea sa asupra lucrurilor; avem de ales intre interpretarea lui Nathanael si cea a Clarei. 
Primul simte ca: „Etwas Entsetzliches ist in mein Leben getreten! — Dunkle Ahnungen eines 
grdfilichen mir drohenden Geschicks breiten sich wie schwarze Wolkenschatten iiber mich 
aus”. 10 , pe cand cea de-a doua considera ca toate cele petrecute sunt rodul unei imaginatii 
aprinse: „Es ist das Phantom unseres eigenen Ichs, dessen innige Verwandtschaft und dessen 
tiefe Einwirkung auf unser Gemiit uns in die Holle wirft oder in den Himmel verziickt. ” n in 
portiunile narate la persoana a treia, lucrurile sunt relatate neutru, cu exceptia admiratiei 
evidente a autorului pentru Clara si a compasiunii sale pentru starea sanatatii lui Nathanael. 

• Caracterul hibrid: 

Tehnica narativa caracterizata de unul sau mai multe fire este, de asemenea, o trasatura 
frecventa la lucrarile tinand de realismul magic. Avem in vedere forma narativa din 
Lebensansichten des Raters Murr, ultimul roman al lui Hoffmann, in paralel cu Maestrul si 
Margareta, ultima si cea mai importanta creatie a lui Mihail Bulgakov. 

E.T.A. Hoffmann si realismul magic 

Pierre-Georges Castex arata ca "Fantasticul nu se confunda intr-adevar cu afabulatia 
conventionala a povestirilor mitologice sau feerice [...]. El se caracterizeaza, dimpotriva, prin 
intruziunea brutala a misterului in cadrul vietii reale [...]. «A fost odata» scria Perrault; 
Hoffmann insa va descrie halucinatii in chip crud, prezente in constiinta innebunita, al caror 
relief insolit se detaseaza pregnant pe fondul unei realitati familiare". 12 

In cateva creatii hoffmanniene, cum ar fi Der goldene Topf si Der Sandmann, dar si 
prin romanul Die Elixiere des Teufels, actiunea se petrece pe un fond nedefinit, intre 
evenimentul supranatural si anomaliile de origine nevrotica sau chiar psihotica. „Bei der 
Analyse der Beziehung zwischen Medardus und Viktorin wird die erstaunliche Modernitat 


10 E.T.A. (Ernst Theodor Amadeus), Hoffmann: Der Sandmann , Deutscher Taschenbuch Verlag , Munchen , 2010. 
„Ceva ingrozitor s-a ivit in via(a mea! Prevestirea sumbra a soartei mele infrico^atoare, ingrozitoare, ma 
impresoara.” E.T.A. Hoffmann, Mos Ene, traducere de Cristian Pop (Cartea cu himere), Editura Univers, 
Bucuresti, 2008, p. 31. 

11 Ibidem, p. 39: “Tot ceea ce este ingrozitor in viata este dat de ,fantoma propriului nostru eu’, a carui legatura 
interioara cu noi fi inraurire adanca asupra sufletului nostru ne arunca fie in iad, fie ne inalta in slava cerului” 

12 Pierre-Georges Castex: Le conte fantastique francais de Nodier a Maupassant, apud: Sergiu Pavel Dan: Fefele 
fantasticului; delimitari, clasificari fi analize; Editura Paralela 45, Pitesti, 2005, pp. 38-39. 
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Hoffmanns deutlich 13 El plaseaza intr-un cadru modern personaje legendare, cum sunt zanele, 
salamandrele si spiridusii. Marianne Thalmann 14 aduce in discutie, pornind de la povestirile 
hoffmanniene, notiunea de „Wirklichkeitsmarchen”, adica basmul realist, avand un erou 
obisnuit, care intampina o perturbare a existentei sale. 

intr-o prima etapa, Hoffmann isi transpune cititorul intr-un mediu prozaic; actiunea este 
fixata in spatiu si timp. Prima scena din Der goldene Topf are drept cadru un loc real, Poarta 
Neagra din Dresda, un moment din timpul zilei („ am Himmelsfahrtstage, nachmittags um drei 
Uhr” 15 ), iar martorii sunt pasnicii burghezi aflati la plimbare intr-o zi de sarbatoare. In 
scrisoarea lui Nathanael catre Lothar ( Der Sandmann ) sunt relatate anumite date concrete: 
„Kurz und gut, das Entsetzliche, was mir geschah (...) besteht in nichts anderm, als dass vor 
einigen Tagen, nahmlich am 30. Oktober mittags um 12 Uhr, ein Wetterglashandler in meine 
Stube trat... ” 16 

In scrierile lui Hoffmann, sursa miraculosului consta in chiar realitatea din spatele sau: 
cititorul trebuie sa creada „daJ3 nichts wunderlicher und toller sei als das wirkliche Leben ” 17 . 
Basmul hoffmannian reuseste sa cumuleze in mod egal localizarea geografica si istorica, 
aluziile mitologice si literare, sunt reprezentate toate conditiile si categoriile sociale. 
Conventiile basmului clasic sunt elucidate, iar miraculosul poate fi explicat adeseori rational. 

intr-un mesaj trimis editorului, in legatura cu povestirea Der goldene Topf, Hoffmann 
schiteaza intr-o singura fraza o adevarata „arta poetica”: 

„Denken Sie dabey nicht, Bester, an Scheherezade und ,Tausendundeine Nacht' - 
Turban und tiirkische Hosen sind ganzlich verbannt -feenhaft und wunderbar, aber keck ins 


13 Karin Cramer: Bewusstseinsspaltung in E.T.A.Hoffmanns Roman ,,Die Elixiere des Teufels”, MHG 16 (1970) 
„La analizarea legaturii dintre Medardus si Viktorin se va constata uimitoarea modernitate a lui Hoffmann.” 
(traducere: A. Scrumeda) 

14 Marianne Thalmann: E.T.A. Hoffmanns Wirklichkeitsmdrchen, Journal of English and German Philology 51: 
pp. 473-491. 

15 E.T.A. (Ernst Theodor Amadeus) Hoffmann: Der Goldene Topf . Ion Creanga Verlag . Bukarest , 1971. ”in ziua 
de Inaltarea Domnului, pe la trei dupd- amiaza ” E.T.A. (Ernst Theodor Amadeus) Hoffmann: Ureiorul de aur . 
Casa Editoriala Moldova, Iasi, 1992, p. 5. 

16 E.T.A. (Ernst Theodor Amadeus) Hoffmann: Der Sandmann. In: Nachtstucke, Stuttgart 1990. „Pe scurt, aceasta 
intamplare oribila (...) nu este altceva decat asta - ca acum cateva zile, mai precis in data de 30 octombrie, la 
amiaza, un vanzator de barometre a venit la mine sa-si vanda marfa.” E.T.A. (Ernst Theodor Amadeus Hoffmann), 
Mos Ene (Cartea cu himere), Editura Univers, Bucuresti, 2008, p. 31. 

17 E.T.A. (Ernst Theodor Amadeus) Hoffmann, Der Sandmann. Deutscher Taschenbuch Verlag, Miinchen, 2010. 
„ca nimic nu este mai miraculos decat viata reala”, E.T.A. (Ernst Theodor Amadeus) Hoffmann, Mos Ene (Cartea 
cu himere), Editura Univers, Bucuresti, 2008, p 42. 
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gewohnliche alltagliche Leben tretend und seine Gestalten ergreifend soil das Ganze 
werden. “ 18 

Daca teoria „Kunstmarchen” fondata de Goethe si dezvoltata de Novalis prevede 
evitarea oricarei legaturi cu realitatea, Hoffmann cere ca fantasticul sa patrunda brusc in viata 
cotidiana. Un principiu „serapiontic” al lui Hoffmann stabileste ca fantasticul trebuie sa fie 
putemic ancorat in „realitate”, concept cunoscut si sub numele de „realism fantastic” 19 , dupa 
Bemd Krolop. Acesta a creat denumirea oximoronica de „realism fantastic” pentru a trata 
fantasticul lui E.T.A. Hoffmann, dar si pe cel al lui Franz Kafka, viziune potrivit careia 
fantasticul trebuie sa apara din realitate si sa se incheie tot in realitate. Aspectul eterogen al 
acestui gen literar este creat prin amestecul dintre real si miraculos. 

in mod surprinzator, gasim o veche forma a acestei conceptii in basmele orientale ale 
celor O mie si una de nopti, de fapt ne referim la un anumit segment, deoarece si in aceasta 
serie narativa se intalnesc mai multe categorii. Astfel, unele povestiri, de o factura mai rafinata, 
sunt caracterizate de atmosfera melancolica si de o anumita eleganta a limbajului, altele redau 
limbajul neslefuit si atmosfera suk- urilor, ca fundal pentru niste intamplari de un comic cam 
grosolan. La fel, aceste povesti orientale pot prezenta - unele - o intriga integral realista si 
personaje lipsite de insusiri miraculoase, dar povestea tipica pentru noptile arabe este cea in 
care, intr-un cadru realist, se petrece o intamplare inexplicabila si apar personaje mitologice, 
animale inzestrate cu darul vorbirii sau obiecte cu insusiri magice. La Hoffmann, miraculosul 
izbucneste de obicei in mijlocul cotidianului, diferenta fiind ca in varianta orientals, 
miraculosul nu este selectiv, pe cand la romanticul german este predispus la asemenea 
„evenimente” doar personajul- artist, prin acuta sa sensibilitate. De aceea se pot manifesta si 
efectele adverse asupra sanatatii si vietii acestui personaj. Modelul pentru basmele lui E.T.A. 
Hoffmann este, fara indoiala, seria celor O mie si una de nopti. in traditia Noptilor Arabe , 
povestile lui Hoffmann abunda in transformari ale oamenilor, animalelor sau obiectelor. 
Agentii implicati pot fi benefici sau malefici, numindu-se zane, magicieni sau vrajitoare, iar 
instrumentele sunt fonnulele si potiunile magice. O sursa a comicului o constituie tocmai 
distonanta dintre aparitiile miraculoase si personajele banale, mediul prozaic. 


18 Citat dupa E. T. A. Hoffmann: Poetische Werke , Aufbau, Berlin, vol. I, 1963, p. 651. „Nu va ganditi, draga 
prietene, la Seherezada si la ,0 mie si una de nopti’- turbanul si salvarii sunt interzise cu desavarsire - feeric si 
miraculos, dar cu picioarele pe pamant si cu personajele tinute in frau, asa va arata ansamblul.” (traducere: A. 
Scrumeda) 

19 Bernd Krolop: Versuch einer Theorie des Pliantastischen Realismus, P.D. Lang, Frankfurt/M, 1981, p. 56. 
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Se poate considera ca literatura fantastica isi are originea in chiar excesul de realism 
literar, iar fonna extrema a acestuia consta in impletirea indrazneata a realului cu miraculosul. 
Din romantism pana la realismul magic, creatorii de proza fantastica s-au folosit de motive 
precum dublul, cosmarul, halucinatiile si magia. Mitul si anticiparea stiintifica reusesc sa 
coexiste. Insasi aceasta coexistenta exprima la Hoffmann incompatibilitatea dintre cele doua 
lumi, a caror intalnire genereaza adesea grotescul. Daca sub elementele reale se presimte 
miraculosul, elementul fantastic poate avea si o latura prozaica. 

Romanticul german a recurs la mai toate formele fantasticului si i-a intuit tot 
potentialul, inclusiv in combinatia cu anostul mediu cotidian, ipostaza reluata ulterior magnific 
de Mihail Bulgakov, in Maestrul si Margareta, dar si in Diavoliada. Specificul fantasticului 
hoffmannian este dorinta de estetic, strans legata de impulsul iubirii. Iubirea este ceea ce-i va 
elibera uneori pe eroii sai din cotidianul restrictiv si lipsit de frumusete. Este cazul lui 
Anselmus, din Der goldene Topf, care-si va cauta fericirea in Atlantida, depasind granita dintre 
viata si vis. 

Cadrul actiunii este unul realist, prozaic chiar, pana cand ecuatia normalitatii se 
inverseaza, provocand o reactie in lant. Regulile jocului devin niste necunoscute in noul 
context. Cand planul realitatii alterneaza cu cel al fantasticului, rezultatul este o atmosfera 
de cosmar. Aceasta duce la grotesc, iar regulile jocului sunt aruncate in haos. Tot despre 
grotesc este vorba si in cazul obiectului mecanic care pare a prinde viata, ca Olimpia din Der 
Sandmann; astfel, omul, cand irealul devine real, traieste impresia absurditatii, percepand o 
lume inversata, in care normalitatea este, de fapt, nebunia. Acest lucru ne duce cu gandul la 
lumile descrise de Lewis Carroll, unde „minunile” sunt mai degraba grotesti, iar normalitatea 
este cu adevarat intoarsa invers, problema semnalizata chiar de cuvantul „oglinda”. Nebunul 
este aici „legitimat” chiar prin nume, in cazul Palarierului si al Iepurelui de Martie (deveniti 
„Hatta ” si „Haigha ” in a doua carte), iar Pisica de Cheshire ii explica Alisei aceasta regula: 

,, Oh, you can't help that,' said the Cat: 'we're all mad here. I'm mad. You're mad.' 

'How do you know I'm mad?' said Alice. 'You must be, ’ said the Cat, 'or you wouldn 7 
have come here. ” 20 


20 Lewis Carroll: Alice’s Adventures in Wonderland and Through the Looking-Glass and What Alice Found There , 
Prietenii Cartii , Bucuresti , 2002. „0, n-ai ce face, replica Pisica. Aici toti si-au iesit din minti - si tu, si eu’. ,De 
unde stii ca eu mi-am iesit din minti'?’, intreba Alisa. ,Nu incape indoiala’, raspunse Pisica. .Altfel, nu te-ai fi 
pomenit aici.’” Lewis Carroll: Peripetiile Alisei in Tara Minunilor, Editura Literatura artistica, Chisinau, 1982, p. 
61 
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Romanticul german are calitatea de a putea gasi o reconciliere umoristica intre cele 
doua planuri, calitate ce le lipseste epigonilor sai, desi preiau si prelucreaza meticulos teme 
si motive ale romanticului german. Anselmus din Der goldene Topf dobandeste Atlantida 
tocmai datorita stangaciei si inocentei sale. 

Vana Goblot afirma: „Furthermore, magic realism is a genre that is so often adhered 
to in Bulgakov's novel - along the lines of Tieck and E. T. A. Hoffmann - and its time warps 
and mixtures of dream and reality are undoubtedly anticipations of an international 
postmodern aesthetic[...] „ 21 

Proza lui Hoffmann constituie o piatra de hotar in literatura germana si chiar in cea 
europeana, marcand inceputul povestirii fantastice moderne. in Unterhaltungen deutscher 
Ausgewanderter Goethe solicitase o diferentiere categories intre basm si proza realista, dar 
Hoffmann incalca principiile fixate de acesta, realizand combinatii tot mai noi intre formele 
literare separate pana atunci: „das Wunderbare nicht fern von der Wirklichkeit, sondem in 
deren nachster Nahe, ja in dieser selbst, als ihre Kehrseite, zu konstituieren.” 22 Ambiguitatea, 
ironia si grotescul sunt caracteristicile principale ale stilului sau. inca o dovada a modernitatii 
povestirilor hoffmanniene este chiar clasificarea dificila a acestora, insa fantasticul 
hoffmannian este adesea calificat si ca „psihologic”. 

Asa vede lucrurile Castex: „Essentiellement interieur et psychologique, le fantastique 
ne se confond pas avec l’affabulation conventionelle des recits mythologiques ou les feeries, 
qui impliquent un depaysement de 1’esprit. II se caracterise au contraire par une intrusion 
brutale du mystere dans le cadre de la vie reele; (...) Hoffmann decrit des hallucinations 
cruellement presentes a la conscience affolee et dont le relief insolite detache d’une maniere 
saisissante sur un fond de realite familiere.” 23 

in cele mai multe povestiri fantastice Hoffmann incearca sa-si mentina in 
incertitudine si protagonistii, si cititorii. „Die phantastische Literatur schwebt zwischen 


21 Vana Goblot: The Russian Gate To Postmodernism: Mikhail Bulgakov, p. 49.„Mai mult, realismul magic 
este un gen foarte vizibil in romanul lui Bulgakov (n. trad.: Maestrul si Margareta) -printre randurile lui 
Tieck si E. T.A. Hoffmann - iar deformarile temporale si amestecul de vis si realitate sunt, neindoielnic, 
anticipari ale unei esteticipostmoderne internationale” (traducere: A. Scrumeda) 

22 Aurelie Hadrich: Die Anthropologie E. T. A. Hoffmanns und ihre Rezeption in der europaischen Literatur im 
19. Jahrhundert, Lang, Frankfurt am Main, Wien, 2001, p, 211. „sa nu constituie miraculosul departe de realitate, 
ci in imediata apropiere a acesteia, sau chiar in aceasta, ca revers al acesteia.” (traducere: A. Scrumeda) 

23 Pierre-Georges Castex: Le conte fantastique en France, J. Corti, Paris 1951, p. 8. „Esentialmente interior si 
psihologic, fantasticul nu se confunda cu fabulatia conventional a povestirilor mitologice sau a feeriilor, care 
implica o dezradacinare a spiritului. El se caracterizeaza, dimpotriva, printr-o intruziune brusca a misterului in 
viata reala; (...) Hoffmann descrie halucinatii prezentate crud intr-o constiinta innebunita si al caror contur insolit 
se detaseaza izbitor pe fondul realitatii familiare.” (traducere: A. Scrumeda) 
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Allem und Nichts [...] Sie ist ein Genre, das zugleich existiert und nicht existiert.” 24 , afirma 
Uwe Durst. Protagonistul tipic al scrierilor hoffmanniene resimte de obicei brutalitatea si 
platitudinea mediului inconjurator si este cu atat mai sensibil la „chemarile” altor lumi. 
Artistul lui Hoffmann cauta sensul vietii in visele sale, modeland din materialul oniric un 
taram miraculos. Este ceea ce afirma si Johannes Kreisler despre muzica in Lebensansichten 
des Katers Murr. 

Nicht die Sehnsucht ist es, die, wie jener tiefe Dichter so herrlich sagt, aus dem 
hoheren Leben entsprungen, ewig wahrt, weil sie ewig nicht erfullt wird, weder getauscht 
noch hintergegangen, sondern nur nicht erfiillt, damit sie nicht sterbe; nein - ein wiistes 
wahnsinniges Verlangen bricht oft hervor nach einem Etwas, das ich in rastlosem Treiben 
ausser mir selbst suche, da es doch in meinem eigenen Innern verborgen, ein dunkles 
Geheimnis, ein wirrer ratselhafter Traum von einem Parodies der hochsten Befriedigung. 

25 

S-a afirmat ca fantezia lui Hoffmann este ancorata in viata cotidiana si nu penduleaza 
in aer, ca la Novalis.„Aber ehrlich gestanden, Hoffmann war als Dichter viel bedeutender als 
Novalis. Denn letzterer, mit seinem idealistischen Gebilden, schwebt immer in der Luft, 
wahrend Hoffmann, mit alien seinen bizarren Fratzen, sich doch immer an der irdischen 
Realitat festklammert.” 26 , sustinea Heine. 
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C. DOBROGEANU-GHEREA AND THE SCIENTIFIC CRITICISM 


Dumitru-Florin Sava 

PhD Student, ’’Lucian Blaga” University of Sibiu 


Abstract: The present article focuses on one of the most important Romanian literary critics, C. 
Dobrogeanu-Gherea and his „ method” to study literary phenomenon in the end of the 19 th century 
when Romanian literature and art was at its first real glance. In this work I’m analysing how he applied 
his method-which includes several of the main scientific discoveries of the century such as psychology, 
physiology and determinism, the last one burrowed from the French literary critic Hippolyte Taine, but 
modified in such way that the method comes closer to the one thought by other French literary critic 
Emile Hennequin, theoretically rejected by the Romanian critic. Further more, my article focuses on 
the polemic between the critic that I’m currently analysing and another one which directly confronts 
his „method” and comes with an alternative not very new but interesting in this specific context. 

Keywords: methods of criticism, C. Dobrogeanu-Gherea, social scientific criticism, literary methods, 
19 th century Romanian literary criticism 


Trebuie mentionat de la inceput ca Gherea si-a definit „metoda” critica (i.e. critica 
stiintifica) mai cu seama prin opozitia cu cea metafizica, judecatoreasca sau transcendentala. 
Critica stiintifica vine ca o alternative viabila la „metoda” critica maioresciana - care „da 
sentinte”, stabileste valoarea unei opere prin intermediul unor adjective: „buna”, „rea” etc. - si 
propune integrarea in domeniul umanist (cu precadere literaturii) mai multor „discipline” 
stiintifice, cele mai importante fiind psihologia, fiziologia, precum si sistemul cauza-efect, 
denumit determinism, in acest conditii, remarca exegetul, „pentru partea stiintifica a criticii ii 
trebuie criticului cunostinte exacte, intre care, spre pilda, psihologia, istoria, economia sociala 
(si asta mai presus de toate) (sic!) si altele. Natural ca pentru partea estetica a lucrarii critice, 
criticul trebuie sa cunoasca si leg He artei, asa putine si nesigure cum sunt; dar toate aceste 
cunostinte luate impreuna nu pot inca forma un critic, dupa cum cea mai profunda cunoastere 
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a versificarii si poeticii nu poate face pe un poet, in acest sens criticul, ca si poetul, se naste, nu 
se face.” 1 

Dar, pe langa toate aceste stiinte, autorul Studiilor critice propune integrarea in directia 
criticii stiintifice si a ramurii sociologice a literaturii; astfel, va remarca exegetul roman, 
„Estetica depinde foarte mult de alta stiinta in formare, de sociologie, un adevar pe care din 
nenorocire nu prea il inteleg nici oamenii de stiinta care se ocupa de estetica.” 2 Colaboratorul 
revistei Lumea noua a fost mai preocupat, ce-i drept, de contestarea vehementa a criticii 
judecatoresti decat de definirea propriei metode. Aceasta contestare a metodei maioresciene se 
va mai diminua, totusi, si nu va mai avea aceeasi anvergura polemica din articolul Asupra 
criticii 3 , criticul sustinand in articolul D-l Panu asupra critcii si literaturii 4 ca „aceasta critica 
modema confine si ea in mod implicit aprecieri si judecari: doar din critica judecatoreasca s-a 
dezvoltat si cea moderna. Dar aceste aprecieri si judecari nu joaca nici pe departe un rol atat de 
important ca in critica judecatoreasca.” 5 De fapt, cu exceptia articolul ui Asupra criticii, criticul 
roman nu a mai publicat vreun alt „manual de utilizare” al criticii stiintifice. Sigur, nu-i putin 
avand in vedere ca numerosi exegeti ai vremii treceau direct la actul critic in sine, fara vreun 
plan metodic bine delimitat si expus ca atare - dar nici destul daca te gandesti ca aceasta metoda 
a acoperit mai bine de noua sute de pagini de exegeza. Ce-i drept, autorul Neoiobagiei isi va 
reitera tusat unele aspecte ale metodei sale de-a lungul a mai multor articole de cate ori va avea 
ocazia. Dincolo de aceste consideratii, mi se pare esential sa remarc faptul ca Gherea este un 
pionier in stabilirea apriorica a regulilor jocului inainte de jocul propriu-zis. Altfel spus, criticul 
roman pledeaza pentru stabilirea unor reguli critice care vor dirija demersul exegetic. Astfel, 
constata criticul, „conditia de capetenie [a demersului critic] este ca regulile, legile dupa care 
judeca sa fie bine hotarate, foarte lamurite: altfel orice judecator va fi arbitrar.” 6 Este, in fapt, 
aceeasi premisa - rudimentara, ce-i drept - ca cea sustinuta de Roland Barthes, care sustine ca 
„prima regula obiectiva este [...] anuntarea sistemului de lectura, fiind de la sine inteles ca unul 
neutru nu exista.” 7 Aceasta comparatie, precum si pionieratul lui Gherea sustinut mai sus pot 
parea protocroniste, insa criticul de la Conteporanul isi revendica de la sine statutul de critic 

1 C. Dobrogeanu-Gherea, D-l Panu asupra critcii si literaturii, in Opere complete, vol. 7, Editura Politica, 
Bucurejti, 1980, p. 97. 

2 C. Dobrogeanu-Gherea, Asupra esteticii metafizice si stiintifice, reprodus in op.cit ., p. 160 

3 C. Dobrogeanu-Gherea, art. cit. 

4 C. Dobrogeanu-Gherea, D-l Panu asupra critcii si literaturii, in Opere complete, vol. 7, ed.cit. 

5 Idem., p. 98. 

6 C. Dobrogeanu-Gherea, Asupra criticii, in Opere complete, vol. 6, Editura Politica, 1979, p. 27. 

7 Roland Barthes, Despre Racine, Editura pentru Literature Universala, Bucuresti, 1969, p. 206, apud. Andrei 
Terian, G. Calinescu. A cincea esenta, Editura Cartea Romaneasca, 2009, p. 18. 
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singular care si-a articulat aprioric vreo reteta critica si a respectat-o, chiar daca nu intotdeauna 
step by step. 

Fascinat de Taine si de a sa Istorie, C. Dobrogeanu-Gherea - desi adopta metoda 
inversa celei propuse de criticul francez - il va sanctiona pe Hennequin, in a carui lucrare 8 
criticul roman observa, intr-o nota a articolului Asupra criticii 9 „cateva vederi ingenioase, dar 
mai multe gresite” 10 sau il va calilica drept un „vulgarizator nu intotdeauna fericit” * 11 al teoriei 
lui Taine. Cautand sa se debaraseze de emulii „maestrului”, autorul Personalitatii si moralei in 
arta se va apropia de emuli chiar mai mult decat de maestru. De fapt, disocierea de critica 
judecatoreasca (si respingerea ei imediata), dar si definirea ei sunt identice cu cele efectuate 
de Hennequin, dat fiind ca „in timp ce scrierile din prima categorie tintesc de fapt sa critice, sa 
emita o judecata de valoare, sa se pronunte ferm asupra calitatii unei opere, fie ea carte, drama, 
tablou ori simfonie, cele din a doua au, dupa cum se stie, cu totul alt scop: acela de a stabili, 
pomind de la caracteristicile unei opere, fie anume principii estetice, fie existenta unui anumit 
mecanism cerebral al autorului, fie configuratia, ansamblul social in care a luat nastere, de a 
explica, apeland la legile evolutiei organice sau istorice, emotiile suscitate si ideile exprimate, 
intre analiza unui poem facuta doar in intentia de a-1 gasi bun sau prost, operatie aproape 
judiciara si comunicare cu caracter confidential, ce se concretizeaza in perifraze numeroase, in 
sentinte si in unele preferinte clar exprimate, si analiza aceluiasi poem, de data aceasta cu 
scopul de a obtine informatii de tip estetic, psihologic, sociologic, travaliu pur stiintific ce se 
consacra detasarii cauzelor de fapte, a legilor de fenomene studiate, fara partinire si fara 
deosebire, exista o mare diferenta. Primul gen de critica poate sa-si pastreze denumirea initiala, 
dat fiind ca nu este altceva decat simpla apreciere, in ce priveste al doilea gen [...] ar putea fi 
atribuit categoriei de cercetari in care operele de arta sunt considerate indicii ansamblului psihic 
al artistului sau al popoarelor.” 12 Sigur, aici mi se poate aduce o obiectie elementara; volumul 
lui Hennequin a aparut in anul 1888, in timp ce primul draft al articolului Asupra criticii a 
aparut in Contemporanul in anul 1887, fiind reeditat in primul volum al Studiilor critice. O fi 
si asta, dar Gherea era mereu la curent cu mersul lucrurilor in Franta, astfel ca argumente 
precum „temelia criticii, cand e vorba de a statornici legatura intre artist si opera, va fi o analiza 


8 Emile Hennequin, Critica stiintifica, Editura Univers, Bucuresti, 1981. 

9 art. cit., in op.cit. 

10 Idem., p. 34. 

11 C. Dobrogeanu-Gherea, Asupra esteticii metafizice si stiintifice, reprodus in op.cit., p. 160. 

12 Emile Hennequin, op. cit., pp. 15-16. 
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psihica a artistului.” 13 par desprinse direct din lucrarea criticului francez, pentru care „ critica 
stiintifica propriu-zisa consta in a pleca de la carte pentru a ajunge la autor.” 14 sau 
„caracteristicile operei sale sunt rezultatul unor particularity psihice.” 15 . Insa, autorul 
volumului La Critique scientifique va contesta influenta hotaratoare a mediului, pe care o 
sustine vehement criticul roman, dar ii recunoaste totusi cateva merite. Prin urmare, pentru 
criticul francez, „Influenta exercitata de mediul social este un fapt incontestabil cu caracter 
variabil dar permanent, in general, conditiile de existenta ale artistului, o serie de intamplari 
neprevazute in care s-a vazut antrenat, situatia economica a tarii sale, rigide, austere, mai libere, 
inclinatia catre lux, pornirile lor militaresti sau pacifiste, toate acestea se vor reflecta, vor lasa 
probabil o urma in opera lui; dar aceasta influenta nu are un caracter imuabil, constant. E foarte 
posibil ca artistul sa i se sustraga, sa se arate refractar.” 16 Cum Gherea dorea un set de reguli 
bine puse la punct si clare, relativitatea lucrarii criticului francez 1-a distantat considerabil pe 
exegetul roman, dat fiind ca relativitatea aduce cu sine tocmai desfiintarea unui adevar general 
valabil, in favoarea unuia personal si unic in acelasi timp, deci un tipar critic, in acest sens, iese 
din discutie inca de la inceput, motiv pentru care criticul de la Contemporanul a preferat teoria 
lui Taine, potrivit careia orice fenomen poate fi explicat si argumentat istoric - fara vreo urma 
de relativitate sau cu jumatati de masura - pe baza a trei termeni primordiali. Total neplauzibila 
i se pare criticului roman teoria propusa de autorul lucrarii Critica stiintifica, volum care muta 
accentul pe preeminent artistului asupra mediului - care este astfel modelat de geniul 
creatorului-artist (idee penalizata de Gherea insusi). Cu toate acestea, optiunea lui Hennequin 
de a introduce in teoria critica a catorva laturi extrastetice - mai cu seama, psihologia si 
sociologia - este mai apropiata de cea a lui Gherea - chiar si cu spiritul nuantat de fironda a 
celui din urma. Determinismul lui Taine i-a folosit criticului roman doar pentru a atesta o 
anumita legitimitate a mediului social, pe care colaboratorul publicatiei Lumea noua nu a ezitat 
sa o dezvolte independent de teoria autorului Istoriei literaturii engleze. 

Singura replica ceva mai articulata si consecventa a primit-o criticul de la Mihail 
Dragomirescu (ceva mai articulata, in sensul ca principiile sale teoretice s-au omogenizat sub 
egida unei lucrari, spre deosebire de ccilal(i junimisti cu care a polemizat Gherea), in studiul 
Critica stiintifica si Eminescu (In contra metodei istorice in literatimi) 17 , initial publicat in 

13 C. Dobrogeanu-Gherea, Asupra criticii, in op.cit ., p. 31. 

14 Emile Hennequin, op. cit., p. 45. 

15 Idem., p. 46. 

16 Idem., p. 65. 

17 Mihail Dragomirescu, Critica stiintifica si Eminescu (In contra metodei istorice in literaturd), Bucuresti, 1925. 
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Convorbiri literare in anul 1894, ulterior reeditat, ajungand la cea de-a treia editie in anul 1925 
- si asta, deoarece, sustinea autorul, publicat in anul 1894, studiul avea „un caracter prea 
polemic si un stil prea schematic”. 18 De fapt, este printre putinele lucrari care nu a avut parte 
de vreo replica pertinenta din partea lui Gherea decat printr-un articol laconic si extrem de 
general, in care criticul de la Contemporanul face mai multe referiri caustice la breasla in 
ansamblul ei decat la autorul studiului insusi, totusi unele trimiteri sunt evidente, dat fiind ca 
„toate gazetele si revistele sunt pline de critici, si mai ales odinioara excelenta revista 
Convorbiri literare a devenit o resedinta de toate sezoanele pentru mai tineri goi de prezent, 
dar plini de viitor, care si-au fixat acolo domiciliul lor critic.” 19 

Aici vreau doar sa sesizez conceptia celor doi cu privire la termenul de critica stiintifica 
si sa tree in revista prinicipalele argumente ale colaboratorului publicatiei Ritmul vremii, dat 
fiind ca volumul dragomirescian cuprinde §i alte replici la adresa principiilor teoretizate de 
Gherea, nu doar la sintagma critica stiintifica. Fireste, argumentele criticului amintit vor fi 
persistent puse in oglinda cu cele ale criticului de care se ocupa si studiul de fata. Ce-i drept, 
principalele obiectii ale autorului Stiintei literaturii la adresa lui Gherea vor avea ca suport 
unele idei care-1 aveau ca directie pe autorul Luceafarului, dar - in subsidiar - Dragomirescu 
respinge categoric si critica stiintifica proliferate de publicistul revistei Lumea noua. Asadar, 
Mihail Dragomirescu se situeazS incS de la inceput impotriva criticii stiintifice prin delimitarea 
insSsi a individului, pe care-1 imparte in douS „categorii”, pornind, prin urmare, de la o premise 
gresitS inca de la inceput. Dar sa nu furSm startul. Sa vedem ce ne oferS criticul. Ar fi vorba, 
dupS spusele acestuia, de o primS „activitate reflexivS, din care constiinta lipseste aproape cu 
desdvarsire si care se manifests la toti oamenii in acelasi fel. Ea e constituitS din totalitatea 
misscSrilor, pe care organele si madularele trebuie sa le faca, pentru ca individul sa-si pastreze 
viata.” 20 Cu alte cuvinte, ar fi vorba despre activitatile „inconstiente” cum ar fi, spre exemplu, 
respiratia. Aceasta activitate „are oarecum o existenta obiectiva, stearsa, din care 
personalitatea individului lipseste.” 21 

Cea de-a doua latura a individului este activitatea sufleteasca spontana 22 care „isi are 
originea in elementele vii ale constiintei noastre si care poate da alta directie actului ce ar izvori 
din activitatea sufleteasca reflexa. Ea reprezinta energia specified a fiecarui om [...] fiind astfel 

18 Idem., p. 3. 

19 C. Dobrogeanu-Gherea, Critici volintiri, in Opere complete, vol. 7, eel. cit., p. 449. 

20 Mihail Dragomirescu, op.cit., p. 17. 

21 Ibidem. 

22 Idem, p, 18. 
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constituita, activitatea spontana, cu bogatia ei de simtiri, gandiri si tendinte, unificate de 
atentiune, reprezinta cu adevarat sufletul unui individ.” 23 Fiind o facultate eminamente 
subiectiva, iar omul, fiind stapanul absolut, nu poate fi influentat de vreo coordonata extrinseca, 
ci o modified dupa bunul plac, astfel ca „individul poate modilica relatiunile mai mult sau mai 
putin fixe dintre excitatiile de afara si reactiunea interna” Principalul exemplu care trece drept 
si un argument este discrepanta dintre mediul social in care a trait Creanga si jovialitatea 
discursului sau. in acest fel, „imprejurari mizerabile de viata ar trebui sa lucreze in mod 
deprimant asupra tuturor oamenilor. Efectul sufletesc ce vin de la dansele ar trebui sa lie pentru 
toti intristarea, jalea, desnadajduirea etc. Cu toate acestea, sunt oameni, cum era bunaoara 
Creanga, care in asemenea imprejurari, in loc sa lie tristi, pot sa lie veseli sau senini.” 24 Astfel, 
concluzioneaza criticul, „constiinta lor [...] da un alt colorit reactiunilor reflexe: personalitatea 
lor e mai presus de efectul imprejurarilor exteme si nu o putem citi intr’insele. Ea nu poate fi 
explicate prin legile generale psihofizice, pentru ca constituie tocmai o exceptie de la ele.” 25 
Fundamentul acestei teorii suna astfel, si reprezinta, totodata, obiectia de capatai atat a 
determinismului, cat si a „criticii modeme”. Bunaoara, „cei ce poseda un plus de activitate 
spontana [i.e. artistii - n.m.] devin, din ce in ce mai mult, stapanii imprejurarilor exteme si 
formula activitatii lor nu se poate descifra din studiul acestor imprejurari: ea este continuta in 
adancurile nepatrunse ale substructiunii lor sufletesti.” 26 

Pentru Dragomirescu, un critic care vrea sa analizeze eventuala legatura dintre mediul 
social si opera automlui care-si desfasoara activitatea in acel mediu nu va reusi sa identifice 
obiectiv acele legaturi, ci ne va arata, cel mult, o mfdtisare poetica a acelei legaturi. in aceste 
conditii, „sa presupunem ca criticul ar izbuti sa reconstituie, precum promite, personalitatea 
omeneasca a unui poet, asa meat sa pricepem sintetic legatura dintre ea si personalitatea lui 
artistica. in acest caz el ar trebui sa inceapa prin a renunta la numele sau; n-ar mai fi atunci nici 
critic, nici om de stiinta - ar fi un artist, care in lucrarile sale de arta intrebuinteaza un material 
particular - si nimic mai mult. Caci in asemenea lucrari el ne-ar arata legaturile sintetice dintre 
persoana omeneasca si persoana artistica a unui geniu literar, nu cum in realitate sunt, nu 
stiintific si obiectiv, ci asa cum s-ar rdsfrant ca intuitii in mintea lui. in ele dar ar fi de cautat 
adevarul asupra personalitatii proprii a criticului .” 27 


23 Idem., pp. 18-19. 

24 Ibidem. 

25 Ibidem. 

26 Idem., p. 20. 

27 Idem., p. 39. 
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Mai departe, publicistul revistei Falanga creioneaza deosebirea dintre un artist si un 
critic (pe urmele stim noi cui) si ajunge la concluzia ca un critic are „puteri care sunt de analiza, 
ca la orice om de stiinta, nu de sintezd, ca la poet. A urmari, ca critic, o explicare sintetica si in 
acelasi timp artistica a unei relatiuni (cum e aceea dintre personalitatea omeneasca si cea 
artistica a unui poet) este o contradictie in adjecto pe care dealtminteri niciunul dintre noii 
critici nu a dat dovada ca o poate inlatura. Procedura criticului este in mod necesar - ca si a 
istoricului - analitica. Prin procedare analitica nu se poate ajunge niciodata la o creatiune 
sintetica. ” 28 Este inutil cred sa mai subliniez ca distinctia dintre poeti si critici face obiecul 
unui celebru articol al lui Titu Maiorescu intitulat Poeti si critici, articol a carui relevanta a fost 
pulverizata ani mai tarziu de numerosi critici. Mentorul Junimii sustinea ca „Poetul este mai 
intai de toate o individualitate. De la aceleasi obiecte chiar despre care noi toti avem o simtire 
obisnuita, el primeste o simtire asa deosebit de puternica si asa de personala in gradul si in 
felul ei, incat in el nu numai ca se acumuleaza simtirea pana a sparge limitele unei simple 
impresii si a se manifesta in forma estetica a manifestarii, dar insasi aceasta manifestare 
reproduce caracterul personal fara de care nu poate exista un adevarat poet. Din multe parti ale 
lumii primeste poetul razele de lumina [...] [ele] se rasfrang in prisma cu care 1-a inzestrat 
natura si ies numai cu aceasta rasfrangere si colorare individuals. [...] Criticul, din contra, pre 
cat este mai putin impresionabil pentru insasi lumina directa a obiectelor (din care cauza nici 
nu se incheaga in el vreo senzatie a lumii pana la gradul de a cere manifestare in forma poetica) 
pre atat este si mai putin individual. Caci criticul este tocmai foarte impresionabil pentru razele 
rasfrante din prisma altora, si individualitatea lui este consumata in intelegerea si simtirea altor 
individualitati.” 29 Fiind in esenta maiorescian, Dragomirescu preia celebra dihotomie a 
maestrului, dar o plaseaza sub o rigoare estetica ceva mai „filozofica”. In fapt, este aceeasi 
disociere, atata doar ca discipolul maiorescian nu neaga capabilitatea poetului de a fi si critic, 
in rest, individualitatea poetului sustinuta de Maiorescu este aceeasi cu caracterul sintetic al 
artistului, care nu poate fi expus printr-o operatie analitica - caracterul criticului neputand 
„rasfrange” individualitatea poetului, astfel ca „descriptia esentei unui lucru este imposibila in 
mod analitic, spre a o putea expune trebuie o sinteza sufleteasca, ce nu se poate obtine decat 
printr-o perceptie completa.” 30 


28 Idem., pp. 37-38. 

29 Titu Maiorescu, Poeti si critici, in Critice (1866-1907), editie ingrijita de Domnica Filimon, studiu introduciv 
de Dan Manuca, Editura Elion, Bucuresti, 2000, pp. 498-499. 

30 Mihail Dragomirescu, op.cit., p. 41. 
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Autorul articolului Deceptionismul in literatura romdnd este insa departe de a nega 
individualitatea si caracterul unic, ireductibil al fiintei in favoarea mediului social si natural, 
insa e de parere ca ponderea „extraesteticului” trebuie luata in considerare, avand in vedere 
faptul ca individul se dezvolta dependent de societate - adica de cadru - si, lucru inevitabil, in 
individualitatea sa vor patrunde influente care, pe buna dreptate, nu pot fi procentual 
cuantificate, dar asta nu inseamna ca ele nu exista, de aceea, sustine criticul, „eu personal sunt 
incredintat ca mediului imediat, in care traieste omul, si mai ales mediului social (s.m.), pana 
acuma, nu i s-a dat importanta pe care o are in adevar. Se intelege, omul se naste cu un anumit 
creier, cu oarecare tendinte psihice, intelectuale, si chiar morale. Mediul social distruge unele 
tendinte, da o dezvoltare precumpanitoare altora, deci in parte in adevar fasoneaza caracterul 
omului. Aici, din nefericire, nu putem sa ne intindem asupra acestei chestiuni asa de 
importanta, dar, orisicare ar fi relatiunea dintre ereditate si educatiune, ele deopotriva deriva 
de la mediul inconjurator in sensul cel larg al cuvantului.” 31 

In afara articolului expeditiv Critici volintiri 32 , Gherea dovedeste ca a citit articolul 
initial semnat de Dragomirescu, din moment ce se foloseste tocmai de termenii utilizati de 
autorul volumului Critica stiintifica si Eminescu 33 , sintetic si analitic - e drept ca ace§ti tenneni 
apart in ethnologic si teoretic lui Kant, dar Gherea nu ii utilizase anterior articolului lui 
Dragomirescu. De pilda, atunci cand vrea sa scoata in evidenta paralelismul funciar dintre poet 
si critic. Astfel, criticul de la Contemporanul ne spune ca „Poetul trebuie sa aiba mai ales 
calitati sintetice, trebuie sa vada mai ales ansamblul total; criticul trebuie sa aiba si calitati 
sintetice si analitice dezvoltate; lui ii trebuie vederea analitica precisa a detaliilor pentru analiza 
stiintifica si vederea sintetica a totalului pentru redarea, reinvierea operei artistice.” 34 Singurul 
fapt benefic pe care-1 putem atribui lui Gherea aici e intelegerea deplina a conceptelor utilizate 
de Dragomirescu, pe care le combate combinandu-le, schitand astfel portretul criticului ideal, 
care, recunoaste exegetul, e greu de gasit, astfel ca „aceste doua calitati se intalnesc insa rar in 
acelasi om, iata de ce au fost pe lumea asta asa de multi poeti mari si asa de putini critici 
mari.” 35 

Desi dorea cu orice pret modernizarea aparatului critic existent in acea perioada, 
Gherea nu se avanta euforic in legile stiintifice care faceau cariera atunci, ci ramane lucid, 


31 

32 

33 

34 

35 


C. Dobrogeanu-Gherea, Asupra criticii metafizice si stiintifice, in Opere complete, vol. 6, ed.cit. 

art.cit. 

op.cit. 

C. Dobrogeanu-Gherea, D-lPanu asupra critcii si literaturii, in op.cit., p. 97. 

Ibidem. 


1540 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


sesizand ca arta e un fenomen atat de complex si multilateral dezvoltat, meat e departe de a 
putea fi analizat cu instrumente si metode care pretind exhaustivitatea, astfel ca exegetul roman, 
in articolul care 1-a consacrat, Asupra criticii, observa ca „arta e departe de a avea axiome ca 
2x2=4; pe de alta parte, critica estetica e asa de slaba, instrumentele criticii moderne sunt asa 
de imperfecte incat de multe ori intuitia, un fel de ghicire a criticului, face mai mult decat 
analiza; de multe ori, criticului i se cere inspiratie ca si artistului.” 36 ; si, cateva pagini mai 
departe, criticul e de parere ca „critica literara tinde a ajunge cu totul exacta si stiintifica, dar e 
inca departe, foarte departe de acest ideal, si acum intuitia ajuta pe critic mai mult decat 
stiinta.” 37 . Semn limpede ca C. Dobrogeanu-Gherea nu a fost sceptic doar cu starea de facto a 
literaturii si a criticii literare din timpul sau, ci chiar §i cu propriile-i principia. 
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FROM THE DAILY DYSTOPIA TO THE MYTHICAL UTOPIA OF THE 

THANATICAL REVERIE 


Liliana Floria (Danciu) 

PhD Student, “1 Decembrie 1918” University of Alba-Iulia 


Abstract: In this study, I tried to catch the way that Dumitru Tepeneag deconstructed the myth to 
reconstruct it in the mystical atmosphere of the reverie. He caught the grim effects of the historical 
reality desacralisation. On its coordinates, the mioritic script sets in motion the characters that were 
emptied of essence, which have just become a simple social presence. On the mythical size, Tepeneag 
's character succeeded in the meeting with the Self. By a parallelism between the literature and the 
cinematography, I caught the talent of the Romanian writer to objet the description which was set free 
by lyricism. The utopia and the dystopia are specific features of Ciobanu 's two existential coordinates: 
the utopia, in its feature of the ideal world, is typical of the thanatic dream, the dystopia is typical of 
the daily reality. 

Keywords: utopia, dystopia, myth, mioritism, reverie 


1. Simplu preambul 

Spre sfarsitul obsedantului deceniu sase, in plin avant revolutions al comunismului, 
perioada istorica „luminata” oarecum ambiguu, ipocrit si autentic in acelasi timp, de o 
democratizare a sistemului, apar creatii literare ce se pozitioneaza oarecum la periferia 
realismului socialist, dar si o miscare literara noua, formata din tineri poeti si scriitori 
nonconformist^ care creeaza o noua fronda literara. In timp ce tanara generatie de scriitori 
protesteaza impotriva canoanelor impuse politic printr-o literatura a visului, Stefan Banulescu 
(Dropia - cuprinsa in volumul lama barbatilor ), Fanus Neagu ( Dincolo de nisipuri), chiar si 
Titus Popovici ( Moartea lui Ipu), scriitori deja consacrati, propun formule literare apartinand 
unui asa-zis „realism magic” * 1 . Alaturi de Leonid Dimov, Dumitru Tepeneag intemeiaza 
„onirismul estetic”, care se fimdamenteaza pe crearea unor universuri fictionale pornind de la 

* Aceasta lucrare/ articol a beneficiat de suport fmanciar prin proiectul „Doctorat European de Calitate - 
EURODOC”, Contract nr. POSDRU/187/1.5/S/155450, proiect cofmanfat din Fondul Social European prin 
Programul Operational Sectorial Dezvoltarea Resurselor Umane 2007-2013. 

1 Vezi Sorin Alexandrescu, Identitate in ruptura, Bucuresti, Editura Univers, 2000, pp. 202-224. 
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visul asumat cu luciditate. Visul nu este inteles nici drept exaltare romantica, pierdere intr-un 
trecut ideal care sa estompeze realitatea groaznica a prezentului, nici asemanator dicteului 
automat al suprarealistilor, ci acel „straniu spectacol de voyeurisme, scene vazute prin gaura 
cheii, si spaima si bucurie totodata ca esti singur, omniscient si ubicuu, intr-o lume objectuala, 
unde si oamenii devin obiecte, unde nu exista relatie, unde nu exista veleitate sociala sau 
politica” 2 . Dintre cele doua directii literare amintite, prin aceasta afirmatie, Tepeneag declara 
proaspatul onirism estetic mai apropiat de visul romantic, decat de visul cu nuante psihanalitice 
freudiene al suprarealistilor. Facand consideratii cu privire la vis, Tepeneag considera ca „din 
visul nocturn s-au nascut miturile si literatura” 3 , plasand in mod exclusivist mitul alaturi de 
literatura si pe amandoua in acel inconstient colectiv/ individual, pe care-1 considera izvorul 
creatiei artistice si nu numai. Nuantarea ar fi fost binevenita, dar, cu siguranta, teoreticianul 
onirismului estetic nu a dorit decat o trecere in revista a celor doua miscari „onirice” amintite 
pentru a o elibera de confuzie pe cea a carui parinte este. Cu exceptia gandirii arhaice, care 
considera visul o stare de gratie in care e posibila comunicarea cu lumea superioara a zeilor, ce 
trimit astfel mesaje muritorilor, romanticul Eminescu, cel putin, are o conceptie interesanta 
despre vis, pe care-1 suspenda intr-o zona privilegiata, intre mit si psihologie. Visul eminescian 
asaza personajul romantic in deplina comuniune atat cu lumea esentelor, sa zicem mitice, cat 
si cu universul imaginatiei artistice, in egala masura cu trecutul indepartat al vreunei reincarnari 
- cum e situatia lui Dionis -, dar si cu un viitor profetic - cum e situatia „sultanului dintre aceia 
ce domnesc peste vreo limba” din Srisoarea III. Erosul ideal este proiectat de asemenea in 
imaginar, intr-o reverie lucida, intentionala a indragostitului, care nu altereaza sentimentul, 
dimpotriva il conserva. Toate aceste exemple alese nu sunt consecintele unor vise nocturne - 
nici din partea sultanului, nici din partea indragostitului, nici din partea lui Dionis. 

Cele trei ipostazieri eminesciene amintite creeaza lumi prin intermediul reveriei, caci, 
dupa cum afirma tot Eminescu „ochiu-nchis pe dinafara inlauntru se desteapta”. Acest vers ar 
fi putut fi folosit de Dumitru Tepeneag drept motto al romanului Nuntile necesare, caci, de 
fiecare data cand inchide ochii „afara”, Ciobanu da la o parte o cortina grea, opaca, dar pe 
alocuri gaurita, dincolo de care apare o alta lume, guvernata de alte legi, lume „desteptata” 
dincolo de pleoape. Atat Ciobanu lui Tepeneag cu reveria sa mioritica, cat si sultanul lui 
Eminescu devin ipostazieri ale conceptiei metafizice despre vis. Printr-o „singuratate 


2 Dumitru Tepeneag, In cautarea unei definitii , in Leonid Dimov, Dumitru Tepeneag, Momentul oniric, Antologie 
ingrijita de Corin Braga, Bucuresti, Cartea Romaneasca, 1997, p. 25. 

3 Idem, op. cit., p. 26 
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visatoare” asumata, cele doua personaje amintite se lasa purtate de reveria, care-i abstrage din 
timp, devenind o dispozitie sufleteasca 4 : in cazul romanului Nuntile necesare pentru ca „lumea 
imaginara sa inghita lumea reala” 5 , iar in visul sultanului pentru ca lumea imaginara sa justifice 
o lume reala. Am putea afirma ca genialitatea gandirii lui Eminescu a depasit simplismul 
visului noctum si a creat o literatura onirica de anticipate, moderna pentru sfarsitul secolului 
al XlX-lea. Considerand onirismul estetic o miscare originala total detasata de alte curente ce 
valorifica visul, Dumitru Tepeneag apropie fara sa vrea si mai mult onirismul eminescian de 
miscarea post-avangardista 6 , prin afirmatia: „Oniricul vazut categorial (deci la un mod ideal) 
se opune liricului si metaforicului, dar si epicului, bazat pe legea cauzalitatii. Literatura onirica 
e o literatura a spatiului si timpului infinit, e o incercare de a crea o lume paralela, nu omologa, 
ci analoga lumii obisnuite. E o literatura perfect rationale in modalitatea si mijloacele ei chiar 
daca isi alege drept criteriu un fenomen irational. Si in orice caz literatura onirica nu e o 
literatura a delirului nici a somnului ci a deplinei lucididati” 7 . Are cineva credinta ca literatura 
lui Eminescu este o literatura a somnului sau a delirului si nu a luciditatii? In opinia lui Alain 
Guillermou, parafrazat de Alina Ioana Bako in Dinamica imaginarului poetic: grupul oniric 
romanesc, luciditatea visului eminescian tine de o „deromantizare” a visului, iar autoarea 
continua subsumand visului o valoare compensatorie pentru o realitatea dezagreabila: „Esenta 
visului eminescian ramane gandul, un gand cu puteri uriase. La Eminescu nu exista nicio 
opozitie intre gand si vis si in aceasta consta superioritatea sa. Visul e o realitate compensatorie, 
care preia date din cea reala, dar nu se identified acesteia” 8 . Am adauga observatia ca aceasta 
„compensatie” este evidenta mai ales in lirica erotica, unde predomina imaginea arhetipala a 
femeii-inger, melaj de trasaturi oximoronice: delicata, blanda si timida, dar, in egala masura, 
indrazneata, virginala si pasionala. 

in practica literara, esentele romantice si cele suprarealiste ale visului, considerate fie 
lumi paralele, fie lumi interioare, au in comun imaginarul oniric al scriitorului. Visul este 
psihanaliza auctoriala, caci el surprinde arhetipalul gandirii creatorului de lumi onirice; visul 
este in egala masura si fantasy construit cu luciditate in timpul reveriilor creatoare ale 


4 Gaston Bachelard, Poetica reveriei, traducere din limba franceza de Luminita Braileanu, prefata de Mircea 
Martin, Pitesti, Paralela 45, 2005, p. 23. 

5 Idem, op. cit., p. 22. 

6 Grupul oniric este numit ..ultima avangarda” de catre Dan Gulea, care considera onirismul estetic doar „un avatar 
al suprarealismului romanesc” (apud Alina Ioana Bako, Dinamica imaginarului poetic: grupul oniric romanesc, 
Cluj-Napoca, Eikon, 2012, p. 42) 

7 Ibidem , ibidem , p. 34. 

8 Alina Ioana Bako, op. cit., p. 18. 
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scriitorului. Daca visul lui Brahma este viata insasi a omenirii - „Caci e vis al nemuririi 
universul cel himeric” (Mihai Eminescu, Scrisoarea I) - reveria artistului nu creeaza realitati 
onirice susceptibile de a exista independent si concret intr-o dimensiune fictionala, numita 
generic roman sau poezie? 

2. Literatura si filmul - avatarurile imaginii 

Ce au in comun literatura si filmul? Imaginea. Literatura este generatoare de imagini 
multiple si complexe, in functie de sensibilitatea si gradul de initiere a cititorului in „padurea 
de simboluri” propusa de catre autor. inca din secolul al XEX-lea, Titu Maiorescu astepta din 
partea poetilor romani abilitatea de a surprinde realitatea inspirata de aiurea in cuvinte cat mai 
putin abstracte pentru a genera imagini sensibile in mintea cititorului. Fara sa stie inca, poetul 
acelui timp este indemnat sa devina „un visator de cuvinte scrise” 9 , iar Eminescu este un astfel 
de visator. Asemeni lui Gaston Bachelard, Dumitru Tepeneag considera ca „reveria e capabila 
sa recupereze fiinta” 10 : personajul sau principal se afla intr-un autentic proces de recuperare a 
Sine-lui, trecand treptat de la superficialul onomastic civil Ciobanu la identitatea sa originara 
de cioban. In reveria sa se deschide o lume noua, iar Ciobanu re-devine totul, mai exact, el 
devine ceea ce este. Apropierea de Eminescu imi apare din nou evidenta, caci si geniul 
indragostit din Odd (in metru antic) simte necesitatea reunificarii eului cu sinele, instrainati din 
pricina iubirii depersonalizatoare si sfasietoare, exclamand dureros si complet lipsit de patetism 
ostentativ: „Pe mine mie reda-ma!”. 

Pomind de la Lessing teoreticianul Tepeneag creeaza un paralelism intre doua arte la 
fel de „picturale”, in care imaginea joaca un rol la fel de important, literatura si pictura, 
deosebirea dintre cele doua fund hotarata de amploarea perceptiei. Citindu-se cuvant cu cuvant, 
literatura se impune intelegerii cititorului in mod succesiv, in timp ce pictura, in calitatea ei de 
imagine-ansamblu este perceputa simultcin. Greseala lui Lessing preluata involuntar de roman 
consta in omiterea unui aspect comun care tine de receptarea autentica a celor doua arte, in care 
ochiul si imaginatia joaca un rol cheie: pictura este surprinsa simultan doar intr-o receptare 
superficiala, pentru ca ea se deschide interpretarii prin reluari succesive, prin instantanee 
vizuale meditative si estetice similare receptarii literaturii. Simpla activitate a ochiului care 
parcurge imaginea data de un cuvant este sinonima cu aceeasi activitate pur vizuala de receptare 


9 Gaston Bachelard, op. cit., p. 25. 

10 Mircea Martin, De la fenomenologie la ontologieprin creatie, prefata la Gaston Bachelard, op. cit., p. 7. 
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superficial a picturii. Ambiguitatea specified literaturii in conceptia lui Tepeneag e specifics 
si picturii, considerSm noi, in calitatea ei de imaginar transpus in imagine, iar microcosmosul 
cuvantului apartine macrocosmosului imaginii. 

Despre o „vizualizare aproape cinematograficS” a romanelor lui Alain Robbe-Grillet 
vorbeste Tepeneag in Tehnica fascinatiei, remarcand unicitatea descrierilor realizatS printr-o 
„privire literals asupra obiectelor, o privire rece, neutrS, cum este aceea a camerelor de 
filmat” 11 . Descrierea francezului este acuzatS de „dezumanizare”, cSci surprinde universuri pur 
obiectuale, fSrS implicatii metafizice, emotionale sugerate prin metaforS sau alte figuri de stil. 
in conceptia teoreticienilor Noului Roman, cititorul trebuie sS fie impresionat, fascinat in 
primul rand vizual, ca si cum ar sta in fata unui ecran cinematografic care ruleazS imagini, dar, 
tot ei recunosc cS deocamdatS cuvantul nu pare a avea aceastS putere. Literatura nu pare a 
deveni la fel de obiectivS precum aparatul de fotografiat sau camera de filmat. Si, completSm 
noi, nici nu trebuie sS devinS astfel, cu atat mai mult intr-un timp cand filmul se strSduieste sS 
emotioneze, sS fascineze prin imaginea impletitS cu muzica si, nu in ultimul timp, cuvantul. 
Spatiul realitStii obiectuale este in Nuntile necesare o casS compartimentatS auditiv, olfactiv si 
vizual, in functie de simturile care participS la perceptia realitStii: o camerS cu un pat in care 
Ciobanu zace la limita dintre vis si realitate - un centru al universului - incSpere mSrginitS 
inspre exterior de o fereastrS spartS si inspre interior de o camerS cu parfum intens de busuioc 
si de un perete pStruns de un putemic miros de urinS de sobolan, escaladat de limacsi. 
Fereastra 12 reprezintS deschiderea spre lumina cerului, un prag spre o altS realitate, iar 
luminozitatea ei contrasteazS evident cu opacitatea sinistrS a zidului. Pe de altS parte, 
simbolismul ferestrei trimite la receptivitatea terestrS, antagonic celui al ochiului, care in acest 
roman surprinde un alt tip de receptivitatea sensibilului, a transcendentului. Reveria lucidS, 
cSutatS cu obstinatie ca o posibilitate de evadare din cotidian, devine tot mai adancS, mai 
detasatS de realitate, scriitorul ambiguizand intentionat limite, spatii si imagini panS la confuzia 
intentionalS dintre cel ce viseazS si cel ce a murit, dintre Ciobanu si cioban, dintre cele trei 
femei, Ileana, Ana, Anica si Zorile 13 , surori ce corespund Ursitoarelor, cu rolul de a asigura 


11 Dumitru Tepeneag, Tehnica fascinatiei, in Leonid Dimov, Dumitru Tepeneag, op. cit., p. 96. 

12 In ritualul inmormantarii, imediat ce omul si-a dat ultima suflare, se deschid usile, ferestrele „o provocare 
adresata sufletului de a se elibera de limitele sale pamantesti, o prima forma de indicare a caii pe care trebuie sa o 
apuce pentru a atinge un alt stadiu” (Delia Suiogan, Simbolica riturilor de trecere, Bucuresti, Paideia, 2006, p. 
203) 

13 Idem, op. cit., p. 198. 
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trecerea usoara a celui mort in lumea de dincolo, dintre mire si ofiter 14 , dintre masa de nunta 
cu sacriliciul pascal al mielului si pomana mortului. Camera cu parfum de busuioc este o 
incapere-prag pozitionata intre spatiul visului thanatic si cel al bucatariei, un loc al macelului, 
unde mielul este sacrificat pentru masa. Dar si zidul cu miros ingrozitor de urina este un prag 
ce-1 desparte pe Ciobanu de cei care uneltesc impotriva lui reuniti la un ospat cu conotatii 
funerare. De o parte, fereastra cu deschidere spre spatiul ondulat, de alta parte, peretele cu 
inchidere dinspre uneltitori si de cealalta, incaperea cu miros de busuioc 15 , o camera-prag intre 
dimensiunea visului remitizant si cea a realitatii demitizate. 

Descrierea-tablou, descrierea-fotografie, descrierea-imagine obiectuala este o 
capodopera picturala in Nuntile necesare, iar autorul devine „un caligraf muzical” 16 ce 
dovedeste in aproximativ trei pagini ca descrierea literara poate deveni o adevarata secventa 
cinematografica, caracterizata printr-o ambiguitate exceptional!! in absenta oricarei metafore, 
un melaj de vizual si auditiv, de stridenta haotica in descifrarea carora nu poti sa nu chemi in 
ajutor psihanaliza. E vorba de o nunta bizara, in care se suprapun imagini duble: doua mirese, 
una imbracata in alb, cealalta in negru, una grasa, cealalta slaba, un pusti cu bereta de marinar 
si dublul sau, piticul obscen, falusul enorm versus talanga de oi, soferul si fotograful si mirele 
si ipostaza sa de ofiter, targa-catafalc, inaltarea miresei-tragerea franghiei de sub sicriul coborat 
in pamant. Descrierea aceasta asemeni intregului roman nu e fragmentata de punctuatie tocmai 
in ambitia de a construi imagini unitare, „cinematografice”. 

Scriitorul-regizor 17 avertizeaza cititorul asupra capcanelor imaginii, care nu e 
intotdeauna ceea ce pare, care ascunde dincolo de ochiul „camerei de filmat” alte realitati, pe 
care cititorul-spectator le poate astfel vedea pentru a intelege imaginea de ansamblu. Acesta e 
rolul formularilor-avertizare „daca privesti cu atentie observi”, in chimia careia se sugereaza 
cititorului sa converteasca privirea in contemplatie pentru a putea observa. Astfel se poate face 
trecerea dincolo de aparenta vizuala inselatoare a imaginii inspre esenta ei imaginara. „De la 


14 Mirele si razboinicul sunt avataruri ale neofitului care trece pragul de la stadiul de flacau nenuntit si neinitiat 
la cel de barbat cu responsabilitati sociale. In credintele arhaice populare romanesti, atat nunta cat si moartea sunt 
deopotriva evenimente ritualice si sociale, cat si rituri de trecere pentru cei implicati direct (Achim Mihu, 
Antropologia culturala, Cluj-Napoca, Editura Dacia, 2002, p. 291). 

15 Busuiocul este o planta cu intrebuintari ambivalente: pe de o parte, aduce noroc si sanatate, este sfanta, iar pe 
de alta parte, „este periculos sa mirosi busuioc pentru ca el are capacitatea de a invia duhurile rele” (Antoaneta 
Olteanu, Metamorfozele sacrului. Dictionar de mitologiepopulara, Bucuresti, Paideia, 1998, p. 39). 

16 Eugen Simion, Mitul mioritic in varianta textualista, „Literatorul”, nr. 7, februarie 1992. 

17 Despre aceasta ambitie de regizare a viselor a oniricilor, izvorata din dorinta lor expresa de a scrie o altfel de 
literature fata de suprarealisti, vorbeste si Cornel Ungureanu, La vest de Eden. O introducere in literatura exilului, 
Timisoara, Amarcord, 1995, p. 206. 
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departare”, scena „poate fi luata drept” o nunta, bizara si absurda, dar, „daca te uiti mai bine” 
vezi un ritual funerar, moartea ncfiind altceva decat un accident la fel de grotesc si absurd 
precum viata. Ambiguitatea poate fi creata asadar si prin intermediul imaginii, iar cuvantul 
scriitorului are rolul de a clarifica semnificatia acesteia, creandu-se astfel acea „complicitate” 
dorita de Tepeneag intre autor si cititor. in tehnica robbe-grilletiana, obiectele preluate din 
starea de veghe devin mai pregnante si mai reale cand sunt infatisate ca intr-un vis 18 , in timp 
ce in tehnica scriitorului roman aceste descrieri surprind imagini amestecate surprinse aparent 
„accidental”, cu ochiul celui care nu doar fotografiaza, ci si creeaza imaginea. Autorul reuneste 
in Uinta lui creatoare un dublu armonizat printr-una din „nuntile necesare”, cea dintre cel care 
viseaza realitatea prin intennediul operei sale si cel care re-compune lucid visul din imaginile 
realitatii. Este denuntata mistificarea intentionala a realitatii, printr-o impregnare uneori 
propagandistica, sau alteori pur metaforizanta, in scopul utopizarii ei, politice in primul caz, 
culturala, in cel de-al doilea. 

3. De-mitizarea realitatii. Reconstructia mitului in visul thanatic 

Recursul la vis si, in mod particular la mit, este expresia clara pentru Tepeneag a unei 
dizidente, a unei impotriviri atat fata de canoanele literare ale „realismului”, cat mai ales fata 
de „realismul socialist” si politica timpului. Prin intermediul numelor personajelor masculine 
si prin constanta reverie avand in prim plan peisajul si intriga mioritica, autorul Nuntilor 
necesare „de-monteaza” scenariul mitic si il „re-monteaza” regizoral din perspectiva 
onirismului estetic. Mitul mioritic este pogorat din inaltimile interpretarilor exagerat 
nationaliste, autorul demitificand si dcmistilicand realitatea mitizata de unii cercetatori si 
fructificata de propaganda proletcultista mincinoasa. Chiar daca intentia initiala a autorului a 
fost aceea de a denunta cinic si nihilist in Ciobanu - personajul sau care viseaza mitul - fractura 
ontologica esentiala dintre fiinta sociala si Uinta metafizica a romanului, fara sa vrea, pe 
parcursul scriiturii, Tepeneag se regaseste in ipostaza unui valorificator modern si 
nonconformist al unui mit specific romanesc, confirmand remarca lui Cornel Ungureanu cu 
privire la personalitatea sa mai degraba donquijotesca decat pragmatica 19 . Sau poate fi vorba 
de cinismul dobandit al unui Don Quijote dezamagit de spectacolul lumii? A fi m opozitie cu 
ceva/ cineva devine starea naturala a omului Tepeneag si constituie elementul declansator al 


18 Dumitru Tepeneag, op. cit.. p. 104. 

19 Cornel Ungureanu, op. cit., p. 211. 
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mecanismului de creatie al acestui scriitor controversat si incomod: „Spre deosebire de 
reactionary paseisti si bucolici, eu sunt un reactionar apocaliptic, nihilist si exhibitionist” 20 . 

Romanul este scris pe doua planuri doar aparent diferite, care se intersecteaza, se 
suprapun uneori, ambiguizand scriitura, pana la acea confuzie alegorica moarte-nunta, festin 
pascal-pomana funerara: planul realitatii demitizate, in care vietuiesc personaje avand nume cu 
rezonanta mitica, care insa au pastrat din scenariul mitic doar functiunea mecanica golita de 
esenta arhetipala; si planul visului lucid, un vis chemat ca o terapie altemativa la o migrena 
cumplita, cauzata de o noapte de betie feroce, care deschide perspectiva unei „realitati” mitice 
autentice, sacra, metafizica. Cum sublinia autorul insusi, cele doua planuri amintite corespund 
celor doua trasaturi oximoronice ale poporului roman, care se dovedeste, in opinia lui Dumitru 
Tepeneag, asemeni lui Ciobanu, „debil si handicapat” in realitatea sociala si „genial” in plan 
metafizic 21 . Despre exagerarile interpretative ale Mioritei scrie si Mircea Eliade, citandu-1 pe 
Constantin Brailoiu, un reputat etnolog roman, care reuneste toate interpretarile exagerate sau 
exaltate ale baladei romanesti sub denumirea generica de „mioritologie” 22 . Dincolo de 
divergentele interpretative, exista si opinii inspre care converg toti cercetatorii, precum: balada 
valorifica un fond „preistoric”, in care persista ecourile unui ritual de inmormantare in scopul 
imbunarii mortului pentru a nu deveni rau, invaluit intr-o atmosfera specified, pastrata de 
elementul verbal care pare sa fi apartinut unui descantec. Daca in Miorita, uciderea unui cioban 
de catre confrati este acel eveniment social cu valoare de pretext pentru a contura aceasta 
capodopera de lirism tragic, in Nuntile necesare, complotul a doi profesori mediocri si 
dezabuzati, Padureanu si Munteanu, indreptat impotriva confratelui lor, Ciobanu, devine 
contextul desacralizant, iar autorul introduce mitul golit de esenta lui arhetipala in dimensiunea 
resacralizanta a visului. in ciuda nihilismului manifestat adeseori de Dumitru Tepeneag, nu 
subscriu opiniei unor critici literari ce considera ca ^Nuntile necesare este o excelenta parodiere 
a baladei, variants romaneasca si stufos-cadentata a Mioritei ” 23 , caci nu balada este parodiata, 
ci contaminarea intentionata de natura ideologica a realitatii sociale lipsite de orizont si de sens 
cu elemente baladesti, bucolic-utopice ridicole. Devinind „materia nutritiva” a romanului, 
scriitorul roman parodiaza mai degraba acest mecanism pur ideologic prin intemediul caruia 


20 Dumitru Tepeneag, Un roman la Paris, pagini de jurnal (1970-1972), Cluj-Napoca, Editura Dacia, 1993, p. 8. 

21 Dumitru Tepeneag, Reintoarcerea fiului la sanul mamei ratdeite, Iasi, Editura Institutului European,..., pp. 67- 
68 . 

22 Apud Mircea Eliade, De la Zalmoxis la Genghis-Han. Studii comparative despre religiile si folclorul Daciei si 
Europei Orientale, traducere de Maria Ivanescu si Cezar Ivanescu, Bucuresti, Humanitas, 1995, p. 245. 

23 Irina Petras, Literatura romdnd contemporand, Bucuresti, Editura Didactica si Pedagogica, 1994, p. 116. 
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„cotidianul devorator” distopic isi inghite „backroundul sau arhaic” 24 atingand note de grotesc 
si absurd. „Mioritismul” promovat de Blaga este o utopie a sacralizarii culturale a unei 
geografii profane populate de oameni si nu de esente, dar, cu toate acestea, „o matrice arhetipala 
e capabila a genera sau, mai aproape de adevar, a re-genera o situatie arhetipala” 25 , chiar daca 
„consistenta de odinioara a modelului nu mai exista” si „se conserva doar lectia sa” 26 . Balada 
populara strabate un traseu demitizant de la mit inspre istorie, de la rit la ritual, in timp ce 
Tepeneag, prin intermediul lui Ciobanu, reface sacralitatea mitului printr-un salt imaginar din 
istorie in mit, printr-o reverie compensatorie, fara a avea ambitia de a-1 regasi in formula sa 
initiala. Eul creator originar intuitiv al lui Tepeneag evita capcana conformismului si 
revalorizeaza mitul mioritic, tratandu-1 drept „o rezerva de opere ce urmeaza a fi spuse sau 
create si nu o repetitie imuabila care ar constrange la o repetitie fidela, stereotipa” 27 . Tratand 
mitul drept „fond fara forma” 28 , scriitorul roman il re-construieste, salvandu-1 de la propria 
extinctie: „Mitul confine ecuatia unei intemeieri si se legitimeaza prin faptul ca face posibila o 
istorie; asadar, explicand un inceput, dar in egala masura si un drum, el are si vocatia 
perspectivei. Puterea sa se converteste in vointa de a incepe, dar mai ales in cea de a construi, 
esential fiind ceea ce se afla in miscare, ceea ce este viu in interiorul unui tipar. Si, totusi, e o 
dinamica indreptata spre propria-i extinctie: mitul moare cand, dincolo de epiderma devenita 
simplu strat decorativ, pulsatia originara tinde sa se stinga si, intrand in actiune ceea ce poate 
fi numit inertia conservatoare a mentalului, i se induce o alta miscare insemnand, acum, doar 
literatura” 29 . 

Reveria personajului lui Tepeneag este lucida atat timp cat reprezinta dorinta izolarii 
de realitatea de dincolo de zidurile camerei si a cautarii constiente a unui univers nou dincolo 
de pleoapele inchise, dincolo de „perdeaua neagra uzata perforata de mii de puncte si vinisoare 
de lumina zgarieturi de lumina verde sau albastruie dovada ca nu e vorba decat de o cortina 
care trebuie data la o parte” (NN, 15). Cu cat reveria este mai profunda, cu atat visul este mai 
adanc, imagini din realitate si din vis se amesteca haotic si Rational, iar somnul devine moarte. 
Pentru Freud, Jung, dar si Bachelard, reveria si visul sunt expresii imaginale specifice a doua 


24 Gheorghe Craciun, Fragmente dintr-un jurnal de lectura, „Familia”, nr. 1, ianuarie 1994 apud Dosar de 
receptare critica in Dumitru Tepeneag, Nuntile necesare, Bucuresti, Editura Art, 2008, p. 147. 

25 Mircea Braga, Dincolo de binele si raid culturii (Friedrich Nietzsche), Sibiu, Imago, 2014, p. 13. 

26 Ibidem. 

27 Jean-Jacques Wunenburger, Viata imagini lor. in romaneste de lonel Buse, Cluj, Editura Cartimpex, 1998, p. 
66 . 

28 Idem, op. cit.. p. 68. 

29 Mircea Braga, op. cit., pp. 13-14. 
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stari total diferite ale constiintei: reveria este produs al starii de veghe, iar visul, al somnului. 
in vis, eroul pierde majuscula numelui, caci patrunde in coordonatele mitului, nu mai are stare 
civila, ci redevine una cu numele sau, care exprima aici o realitate sacra. Textul nu urmeaza 
coerenta logica a unei naratiuni care „curge” dinspre un inceput spre un sfarsit oarecare, fund 
fragmentat in conformitate cu episoadele alternative ale reveriei cu visul, cu amintirea si 
realitatea; cat timp ochii lui Ciobanu resping acea „vointa apasatoare, irationala, 
schopenhaueriana” de a dormi, spatiul oniric se departeaza de miezul mitic si „pastreaza prea 
multe departari, devenind spatiul frant si tulbure al insomniei” 30 . Dorinta de a visa spatiul 
mioritic cu scenariul mitic corespunzator este un act constient de vointa de apropiere de miezul 
intim al fiintci sale originare, apropiere posibila prin inchiderea pleoapelor si ridicarea valului 
Maiei, care desparte iluzia realitatii de realitatea interioara. Timpurile verbale sunt atent 
selectate in fimctie de planul in care se afla personajul, iar conservarea omniscientei naratorului 
permite accesul cititorului la toate nivelurile existentei personajului. Personajul si autorul devin 
una, aflandu-se concomitent in doua lumi, in afara mitului-reverie si in interiorul acestuia. 
Asemeni autorului anonim al Mioritei, care trainsfigurcaza evenimentul trist al uciderii nedrepte 
a unui cioban tanar de catre confratii sai intr-o uniune cosmica transcendentala, Ciobanu 
transforma drama unui profesor oarecare intr-o tainica reverie, in care viata curge dupa legile 
unei „constiinte cosmice”. 

Pomind de la filosofia lui Spengler, care atribuie fiecarei culturi cate un simbol spatial 
ce ar corespunde unei predispozitii emotional-creatoare, Lucian Blaga atribuie ca specificitate 
simbolica a culturii romanesti spatiul ondulat, plaiul mioritic, format din ansamblul deal-vale: 
„Romanul traieste inconstient pe plai, sau, mai precis, in spatiul mioritic, chiar si atunci cand 
de fapt, si pe planul sensibilitatii constiente, traieste de sute de ani pe baragane” 31 . Poetica 
inconstientului blagian e convertita intr-o poetica a constientului de catre Tepeneag, care 
transforma „acest teren al nuantelor, al atmosferei, al inefabilului si al imponderabilului” 32 in 
imagini vizuale putemice, panoramice, cincmatograficc. Lumina cruda, putemica a 
reflectorului ucide misterul - ar spune filosoful poet -, dar pare ca misterul mitului e prelungit 
si intretinut constant in aceasta noua si nonconformists formula artistica din Nuntile necesare: 
„intindere verde galbuie aducand a campie ochii se obisnuiau treptat cu lumina deosebit de 

30 Gaston Bachelard, Dreptul de a visa , traducere din franceza de Irinel Antoniu, Bucuresti, Editura Univers, 2009, 
p. 175. 

31 Lucian Blaga, Opere, 9, Trilogia culturii, editie ingrijita de Dorli Blaga, studiu introductiv de Al. Tanase, 
Bucuresti, Minerva, 1985, p. 196. 

32 Idem, op. cit., p. 197. 
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putemica de fapt un sir de coline ca niste valuri mai calme si mai intinse si turme de oi 
deplasandu-se lent in spatiul acesta deodata atat de aproape acolo sub ochii lui sub talpile lui 
si parca alergase mult timp urcand si coborand prin iarba moale si ingrozitor de verde gafaia 
incepu sa respire cat mai adanc se oprea privea putin buimac in jur isi stergea fruntea de 
sudoaresi zambea era un tapsan smaltuit cu flori de toate culorile se tolanea ca intr-un fotoliu 
deasupra cerul cu nori mici ca niste miei si bazaitul bondarilor sunetul acela cunoscut de talangi 
apropiindu-se dinspre dealurile aflate undeva departe” (NN, 34-35). 

Impresionanta descriere a spatiului oniric mioritic de catre scriitorul care foloseste 
penita pe post de camera de fdmat, in care sugestia departarilor deocamdata inaccesibile 
creeaza o magie tulburatoare dominata de nostalgie si dor a ceea ce Eliade numeste etema 
reintoarcere. Aceasta este prima imersie in vis reusita de Ciobanu, cand contureaza reperele 
decorului mitic ideal. Acest spatiu mioritic din vis are insa un corespondent mundan, anume 
locul in care el si Ana sosisera cu ani in urma, format dintr-un infernal spatiu curb al colinelor, 
spatiu profan lipsit de vreo incarcatura mitico-simbolica, dar conotat emotional de amintirea 
intima cand el si Ana au facut dragoste epuizati de urcusurile ingrozitoare. Mesajul lui 
Tepeneag e limpede cu privire la orice tentativa de mitificare a unei geografii profane: spatiul 
geografic nu e mitic, e doar spatiu, care poate primi incarcatura emotionala doar prin 
sensibilitatea umana. Dupa re-articularea spatialitatii sacre, este re-asezat scenariul mitic in 
matricia visului regenerator, imaginilor vizuale puternice alaturandu-li-se imagini auditive si 
amanunte descriptive care se aglomereaza intr-o imagine panoramica extraordinara, unde 
turmele de oi urea dealul unindu-se cu asfintitul soarelui, doi ciobani uneltesc, in timp ce al 
treilea sta intins in iarba contempland „prabusirea greoaie” a soarelui, simtind „o scarba-n 
suflet, o lehamite” (NN, 38). La fel ca in Sarmanul Dionis, de Mihai Eminescu, visul si 
realitatea nu sunt delimitate decat aparent, astfel incat ceea ce e vis pentru unul e realitate pentru 
celalalt: in cup lui de personaje ciobanu-Ciobanu, fiecare traieste realitatea tradarii, mitul si 
visul devenind expresia valorificarii artistice a acestui eveniment. 

Primele tentative onirice aduc in prim planul constiintei imagini seeventiale de la 
petrecerea incheiata cu putin timp, se constituie din amintiri erotice si sexuale confuze legate 
de cele doua personaje feminine, Ana si Ileana, dar si de eleva Anica, de escapadele bahice, 
soaptele complice ale celor doi colegi, Munteanu si Padureanu. Cele trei prezente feminine 
corespund celor trei arhetipuri ale femininului surprinse in trei etape ale vietii: femininul 
feciorelnic, candid si inocent- copila Anica, femininul erotic, ofertant atragator, a carei tinereti 
e sinonima cu frumusetea - Ana, si femininul pandoric, puternic sexual si nesatios, vulgar - 
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Ileana. Si onomastica personajelor feminine capata valori simbolice, din aceeasi perspectiva 
demitizanta, caci atat Ana, cat si Ileana au ramas simple nume, a caror esenta s-a pierdut: primul 
nume trimite la sacrificiul din dragoste al creatorului, femeia care constituie temelia oricarei 
creatii indestructibile; Ileana este numele specific literaturii populare romanesti, Ileana 
Cosanzeana, simbol al frumusetii totale, sufletesti si trupesti. Ana este iubita lui Ciobanu, 
delicata si senzuala, dar superficiala, iar Ileana este amanta de ocazie, angrenata in aventuri 
sexuale grotesti cu macelarul, planturoasa si obscena in gratuitatea sexualitatii ei ofertante. 
Supralicitarea erotismului si a sexualitatii creeaza o atmosfera aproape asfixianta printr-o 
descatusare dionisiaca a simturilor, caci contactul cu sacral e violent si excitant. Eroul zace in 
pijama cu sexul expus, flasc sau in erectie, se masturbeaza, face sex cu Ileana, o atinge pe Anica 
sau isi aminteste de frumusetea erotica a trapului Anei. Pentra Nicolae Oprea, eroul „strabate 
aievea un traseu initiatic, prin cele trei «cercuri de mister»: experienta erotica («Roata 
Venerei»), perceptia lucid-intelectuala a existentei («Roata capului») si cunoasterea extatica 
nuptiala, sinonima cu reintegrarea in cosmos («Roata Soarelui»)” 33 . in primul cere, el este 
prizonieral simturilor, al celor trei imagini ale femininului - iubita, amanta, iubirea platonica - 
iar „erosul se consuma total, intr-o gradatie impudica pe barometral degradarii, de la 
masturbare pana la zoofilie” 34 ; in al doilea cere, el penduleaza intre vis si realitate, vegetand 
intr-o atmosfera imbacsita, fetida si incercand in repetate randuri sa strapunga zabranicul ce 
impiedica contemplarea frumusetii absolute, pentra ca in cel de-al treilea cere sa aiba loc 
hierogamia Eului cu Sinele, profesoral desprinzandu-se de ipostaza „omului fara insusiri” 35 . 

In reveriile eroului, Anica, eleva preadolescenta, devine oita nazdravana, in blana careia 
barbatul isi infige degetele cautand parca tactil siguranta integrarii totale in scenariul mitic. 
Conotatiile sexuale sunt evidente in ceea ce priveste blana oitei-Anica izomorfism al parului 
pubian, dar ceea ce ar risca sa devina o scena erotica vulgara si obscena respecta logica aparte 
a spatiului mitic, sacra, complet diferita de rnorala vietii profane. Legatura dintre cioban si oile 
sale, cu precadere oita nazdravana, este intima, profunda, sacra si scapa oricarei incercari de 
incadrare intr-o norma de conduita sociala actuala. Aceasta legatura intima dintre cioban si 
mioara este evidenta, dincolo de orice dubiu, in basrnul popular romanesc Fiutul oii, auzit si 
scris in Rodna Veche, in care se povesteste despre un ciobanas, calfa la un cioban cu multe oi. 


33 Nicolae Oprea, Pe-un picior de plai, „Calende”, octombrie 1992 apud Dosar de receptare critica, Dumitru 
Tepeneag, Nuntile necesare, Bucuresti, Editura Art, 2008, p. 141. 

34 Ibidem 

35 Ibidem 
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Vizitat de Dumnezeu si de Sfantul Petru in ipostazele clasice deja a doi batranei calatori prin 
lume, ciobanul bogat se dovedeste zgarcit si neospitalier, in timp ce tanarul, desi nu are decat 
„o oaie oachesa”, ii serveste cu lapte din belsug. Toti patru pornesc apoi la drum, de-a lungul 
caruia Dumnezeu pofteste la carnea mielului de sub oaie. Tanarul il sacrifica, iar drept rasplata 
pentru ascultarea sa, divinitatea il sfatuieste sa ingroape oasele mielului, din care vor aparea in 
mod miraculos tot atatea oi, o adevarata turma. Aceasta turma va fi pastorita de catre tanarul 
pacurar si de oita nazdravana. Relatia lor e tulburata de aparitia unei vaduve frumoase care-1 
ademeneste cu farmecele sale erotice. Cei doi se iubesc la stana si la venirea turmei, ciobanul 
reactioneaza asemeni unui sot prins in flagrant, iar oita nazdravana se supara pe acesta intr-o 
maniera profund umana, comportandu-se ca o sotie inselata. Continuarea basmului nu 
intereseaza in acest context, ci doar aceasta legatura pro fund intima dintre cioban si mioara sa, 
similara uniunii mistice dintre sot si sotie. Este o legatura spirituals, emotionala putemica intre 
om si animalul, care nu doar il hraneste, ci il face bogat printr-un sacrificiu dureros si ii devine 
companion in singuratatea ocupatiei sale de cioban. In basm, mioara nazdravana nu admite sa 
fie inlocuita de o femeie oarecare, o vaduva frumoasa, dar pandorica, si nu permite oilor sa 
vina la muls. Asemeni lui Enkidu din Epopeea lui Ghilgames, care, odata ce cunoaste erosul 
feminin, nu mai este recunoscut de animalele salbatice, ciobanul pierde legatura intima cu oile 
sale. Vaduva frumoasa si curtezana au rolul ritualic al civilizarii eroului, al instrainarii de 
natura, iar in cazul basmului romanesc ciobanul se instraineaza de natura lui, de ceea ce este 
el, cioban. Conform mitogenului, ciobanul se afla la granita dintre natura salbatica si natura 
imblanzita. El pazeste o turma imblanzita in mijlocul unei naturi salbatice, traind emotii 
aproape mistice intr-o pustietate lipsita de umanitate, o ultima reminiscenta a samanismului la 
popoarele cufundate din ce in ce mai mult in civilizatie, care se departeaza tot mai accentuat 
de nucleul originar, mitic, simbolic al vietii. Tanarul cioban e metamorfozat intr-un scaiete ca 
urmare a recunoasterii propriei greseli, fiind oarecum rasplatit pentru acest fapt sa stea cat mai 
aproape de oile sale. De data aceasta, metamorfoza nu este consecinta unui blestem, ci a unei 
„hotarari de sus” 36 . Tanarul blesteama oaia si, drept consecinta, turma si mioara dispar, dovada 
ca saracia si prostia sunt gemene. Pentru ca regreta cele infaptuite, ciobanul este rasplatit prin 
a deveni omniprezent in turma oilor in ipostaza scaietelui, astfel incat metamorfoza lui nu este 
o consecinta a blestemului, ci a iertarii. lata ca atat basmul, cat si scenariul mitico-oniric al lui 
Tepeneag surprind o dimensiune a sacrului cu legi comportamentale si spirituale ce frizeaza 


36 Dan Horia Mazilu, O istorie a blestemului, Iasi, Editura Polirom, 2001, p. 192. 
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legile sociale ale profanului, caci evidentiaza intimitatea legaturii om-natura, cioban-oaia 
nazdravana. 

in balada, moartea ciobanului este un accident anuntat de mioara si asumat de catre 
cioban, care-i incredinteaza acestui mesager de incredere testamentul sau, ultimele dorinte catre 
ciobani si catre mama sa, acceptand ansamblul riturilor funerare/ nuptiale: „Nicaieri nu se 
spune ca nu va lupta sa-si prelungeasca viata, dar o va face in mijlocul unor semne si oranduieli 
care sa nu-1 lase sa uite ca va muri” 37 , iar actiunea poetica creatoare il ajuta „sa-si locuiasca 
durabil efemeritatea” 38 . Ciobanasul mioritic nu este un Ghilgames revoltat pornit in cautarea 
zadarnica a nemuririi, pe care nu este pregatit spiritual sa o atinga, ci este un intelept initiat 
care stie ca doar moartea ii rezerva privilegiul unirii cu sacrul printr-o hierogamie care 
antreneaza cosmosul in totalitatea sa. Aceasta hierogamie este cea mai importanta dintre nuntile 
necesare, careia omul nu i se poate sustrage, pentru ca daca o face, rateaza uniunea cu sacrul. 
Pentru Ciobanu, moartea este o reverie asumata de asemenea in totalitate si in deplina 
constienta, o reverie care devine tot mai adanca pana la integrare totala in peisajul si in scenariul 
mitic. Prin moarte, Ciobanu isi reintalneste esenta, acolo e viata lui esentializata, dincolo de 
grotescul unei lumi percepute tot mai vag, prin mirosuri, soapte conspirative si zgomote 
casnice. Conform lui Mircea Eliade, din dorinta de a scapa de „teroarea istoriei”, autorul 
anonim al Mioritei a conceput textul baladei intr-o stare de gratie, o reverie mistica, care 1-a 
purtat intr-un univers imaginal Iransligurant, dand sens nefericirii lui, pe care si-o asuma ca pe 
un mister sacramental. Ciobanul mioritic „a impus deci un sens absurdului insusi, raspunzand 
printr-o feerie nuptiala nefericirii si mortii” 39 ; prin renuntarea la „constiinta modema”, Ciobanu 
lui Dumitru Tepeneag de-mitizeaza brutal universul profan, mitizat si mistilicat totodata fortat 
si patriotard, pentru a reconstrui mitul in coordonatele sacre ale oniricului abandonandu-se unei 
„constiinte cosmice” integratoare. Personajul-autor se afla in doua locuri: in afara mitului 
reverie si in interiorul acestuia. Asemeni pastorului din Miorita, Ciobanu transforma drama 
existentiala a unui profesor obscur, anonim dintr-un sat uitat de lume intr-o taina a visului, unde 
poate trai dincolo de legile sociale ipocrite. in colindele de Craciun care valorilica textul 
baladei Miorita, „personajul (real) colindat a fost identificat cu un personaj imaginar din textul 
colindei, omul fiind pus astfel intr-o ipostaza de exceptie, este identificat cu un prototip 


37 Irina Petras, Despre feminitate, moarte si aite eternitati. Eseuri, Bucuresti, Ideea Europeana, 2006, p. 192. 

38 Idem, op. cit.. p. 193. 

39 Mircea Eliade, op. cit., p. 262. 
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(mitologic sau legendar) si integrat intr-o actiune cu valoare consacratoare” 40 . DacS 
intelepciunea popularS a convertit un ritual funebru, o poezie a mortii-nuntS intr-o urare, 
respectiv o poezie a reinnnoirii si a vietii, tot astfel Dumitru Tepeneag reinvesteste mitul 
mioritic cu valorile sale autentice; scriitorul demitizeazS realitatea care rSmane strict obiectualS 
si reanimS mitul, repopulandu-1 cu personaje mitice autentice, cSci, prin intermediul reveriei 
mitice, Ciobanu isi castigS dreptul la „post-existentS simbolicS” 41 . 

4. Utopie si distopie in discursul literar 

Romanul Nuntile necesare este construit pe un traseu dus-intors si retur de la utopie la 
distopie, de la realitate la vis, de la realitatea-mit la mitul-realitate. „Rama” naratiunii constS in 
scenariul unui banal complot cu ecouri mioritice, in care scenariul mitic devine pretext livresc 
pentru a denunta o realitate distopicS „ascunsS” sub masca unei utopii culturale a spatiului 
sacru. Tot ce se intamplS dincolo de zidul cu miros de igrasie si urinS si dincolo de camera cu 
parfum de busuioc sunt percepute din ce in ce mai vag, amestecate si suprapuse, cu cat eroul 
distinge mai bine intre distopia vietii reale si aparenta ei utopicS, cu cat „coaja” mitului e mai 
putin rigidS si accesul la „miezul” acestuia e mai deplin. Dumitru Tepeneag nu persifleazS 
romanismul, el nu deconstruieste mioritismul in Nuntile necesare , pentru a-1 reconfinna in 
romanul Maramures 42 , caci ambele romane amintite reprezintS „rescrieri” ale mitului mioritic, 
dar acesta nu „e revitalizat pe coordonatele actualitStii” 43 - cum considers Nicolae Barna - 
decat in aparenta, caci in esentS el este repus in matca sa autenticS, sacra, lipsitS de idealism 
bucolic, tocmai prin limbajul frivol-licentios, dur, autentic. Eu consider cS insusi romanul 
Nuntile necesare este scenariul unei de-constructii si a unei re-constructii a mitului mioritic, 
care e expediat din realitatea sociala, unde a fost investit cu non-valoare spirituals de factura 
politica, propagandisticS si nationalists, in spatiul intim al interioritStii visului, care 1-a 
resacralizat. Scriitorul denuntS valorilicarca in scop propagandistic a acestui mit romanesc, el 
denuntS supralicitarea unor simboluri mitice in construirea profilului cultural al unui popor, el 
smulge masca utopiei de pe aparenta realitStii distopice. Locul mitului nu este in realitatea 


40 Mihai Coman, Studii de mitologie, Bucuresti, Nemira, 2009, p. 293. 

41 Idem, op. cit., p. 294. 

42 Sonia Elvireanu, Fata intunecata a lui lanus (Vintila Horia, Dumitru Tepeneag, Norman Manea, Gabriel 
Plesea), Iasi, Editura TipoMoldova, 2013, pp. 310-311. 

43 Nicolae Barna, Dumitru Tepeneag: opera prozasticd in raccourci, in „Observator cultural”, nr. 400, noiembrie 

2007 disponibil pe http://www.observatorcultural.ro/Dumitru-Tepeneag-opera-prozastica-in- 

raccgurcj*articlgID 1 SSI 5-articles details, himl (accesat 03.09.2015) 
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sociala, in istorie, care devine grotesca atunci cand „imita” scenariul mitic, ci este in spatiul 
privilegiat al literaturii, care ll resacralizeaza. 

Romanii nu au avut niciodata apetitul utopiilor, iar ansamblul mitic si basmele populare 
evidentiaza o puternica antropologizare a personajelor fantastice si a lumilor lor, lipsite de aura 
idealizarii si a perfectiunii. Astfel, nici „dracul nu e chiar atat de negru”, dar nici binele nu 
exceleaza in inteligenta superioara, reusind mai degraba prin noroc decat prin inteligenta, 
„prost sa fii noroc sa ai”. In mitologia populara romaneasca, Fartatul creeaza lumea ajutat de 
Nefartat, tocmai pentru a pastra un echilibru intre contrarii, pentru ca lumea sa nu devina un 
teatru al utopiilor fantasmagorice sau al distopiilor Rationale. Pamantul nu este locul vietii 
ideale, al utopiei, ci al cautarii, al greselii, al regretului, si doar in viata de apoi sunt reglate 
conturile, greselile sunt pedepsite, iar faptele bune, rasplatite. Pentru Ciobanu lui Tepeneag 
visul devine realitate utopica in masura in care acolo se regaseste pe sine in totalitate, devenind 
una cu ceea ce este, un cioban cu turmele de oi alaturi, la limita orizontului, suspendat intre cer 
si spatiul mitic mioritic sinonim cu propria interioritate fiintiala. Ceea ce aid e tabu, grotesc si 
bizar, acolo devine firesc, imperios chiar, intr-o osmoza totala a sufletului cu spatiul si timpul 
sacre. Sexualitatea primara, strict camala, este grotesca in spatiul realitatii distopice, dar in vis 
ea este sublimata intr-o hierogamie ce implied uniunea omului cu natura, a lui animus cu anima, 
a ciobanului cu mioara nazdravana, a lui Ciobanu cu Anica. Ruptura omului de natura a dus la 
imposibilitatea intelegerii ritmurilor vietii, a faptului ca nuntile necesare sunt doua, una cu 
viata si cealalta cu moartea. 

Realitatea distopica profana este conturata in putemice note de grotesc, printr-o 
aglomerare de imagini de un absurd total: Ileana nu este o Cosanzeana, o zeita a spatiului mitic 
romanesc, ci o „carnatareasa” in cea mai autentica descendenta gibmihaesciana, Ana, delicata 
si frumoasa, fina si rafinata, nu mai e o muza a unui mester genial, ci o tanara usurateca, 
Inspectorul, care troneaza in capul mesei, cu o atitudine austera si superioara, este integrat de 
minune in acest tablou grotesc al absurdului cotidian. Pentru Ciobanu, visul-mit devine o 
realitate utopica in masura in care acolo se regaseste pe sine in totalitate, devenind una cu 
arhetipul evocat prin numele sau, un cioban cu turmele sale aflat in contemplarea naturii, a 
vietii si a mortii. Din acest punct de vedere, intre realitate istorica si reverie mitica se contureaza 
raporturi divergente, caci prima este antagonica, conflictuala si distopica in esenta ei, iar cea 
de-a doua este „rotunda, plenara, implinita, nu mai poate evolua” 44 , adica utopica. Utopia 


44 Stefan Borbely, Civilizafii de sticld - utopie, distopie, urbanism -, Cluj-Napoca, Limes, 2013, p. 64. 
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mitica din cadrul visului thanatic „e suspendata in timp, in acel prezent etern” 45 , in care este 
reluata legatura „cu natura, adica cu un mediu anistoric, regenerativ la nesfarsit” 46 , spre 
deosebire de distopie „istoricizata la extrem, ocupand doar o secventa a timpului etern, nu 
timpul ca atare” 47 , ci „unul al nasterii si al extinctiei, un timp negru, in general, demoralizant 
si inflexibil, care macina actantii, ucigandu-i lent, ileluctabil” 48 . 

Tot in dimensiunea onirica a mitului, personajul si autorul, la fel ca in balada populara 
suport, devin unul si acelasi, anuland acea „identitate in ruptura” care se instalase in planul 
profan al realitatii, anuland astfel dihotomia cultura-natura. Ciobanasul mioritic este cel care- 
si „canta” in versuri propria efemeritate si transgreseaza prin acest act creator moartea; prin 
acest act de culturd el nu se indeparteaza de natura, ci se integreaza ritmurilor acesteia, caci 
„a fi inradacinat in existenta care trece dincolo de eul meu pare o nevoie ineluctabila” 49 . Propria 
mortalitate inceteaza a mai provoca spaima si angoasa, pasivitatea inertiala e convertita in 
contemplare inteleapta, condensata in dimensiunea exemplara a mitului. Din acest punct de 
vedere, „rescrierea” in registrul onirico-postmodemist a mitului mioritic surprinde atitudinea 
dizidenta a scriitorului in exil, care refuza conformismul si supunerea oarba in fata oricarei 
predetenninari, sociale si politice; o dubla dizidenta, caci Tepeneag cunoaste un dublu exil: cel 
in raport cu tara natala dublat de un exil in inima exilului. De aici, tragismul existential al 
acestuia, „mort” de o parte si de alta a frontierei statale, culturale, ideologice, dar „viu” in 
miezul creatiei sale autentice. 
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Abstract: The literary text is an integral part of each didactic unit of all French language textbooks, 
especially at intermediate and advanced levels, as an authentic document or reading text. The activity 
of writing comprehension of a literary extract turns out to be, sometimes, difficult, because the reading 
requires a good understanding of the socio-cultural and linguistic skills. We propose, by our approach, 
some possible activities of exploitation of the authentic literary text in class of French as a foreign 
language which aim at the acquisition of knowledge and skills communicative, cultural and linguistic. 

Keywords: literary text, extract, competence(s), understanding, speech 


L’exploitation du texte litteraire en classe de FLE suppose 1’ adequation entre 
l’apprentissage de la langue fran 5 aise et la lecture de l’extrait du texte litteraire. L’activite de 
lecture, « la culture de l’ecrit »' ou l’enseignement de la comprehension ecrite a pour but de 
permettre aux apprenants (eleves et/ou etudiants) de lire des textes authentiques afin de se 
former en tant que lecteurs autonomes, capables d’appliquer des strategies diverses de lecture. 
La decouverte des actions et des personnages auxquels ils peuvent s’identifier les sensibilise et 
les encourage a traiter le texte par des unites semantiques, comme un tout plutot que mot-a- 
mot. 

Chaque enseignant doit trouver des textes interessants ; c’est a lui la tache de donner 
aux apprenants la possibilite de lire des textes entiers plutot que de courts extraits. C’est pour 
cela que les activites applicatives d’apres la lecture doivent mobiliser le lexique utile et 
favoriser 1’appropriation. En outre, le cadre pedagogique offre aux apprenants la possibilite de 
pratiquer la langue franchise car, autrement, en dehors de la classe, ils ne disposent pas de 
moyens varies. 


1 Jean-Louis Chiss, Jacques David, Yves Reuter, Didactique du frangais. Fondements d’une discipline , Editions 
De Boeck Universite, Bruxelles, 2005, p. 82. 
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La lecture en langue etrangere est une activite faite surtout a Page de 1’adolescence, 
lorsque les jeunes lecteurs ont des motivations pour acceder aux competences de la 
communication (inter)culturelle et, on pourrait l’affirmer, a la « competence de lecteur » en 
langue etrangere. 

Considere comme un excellent exercice d’apprentissage de la langue francaisc, la 
lecture est une methode attrayante et motivante, qui suscite l’interet et la curiosite des 
eleves/etudiants. Pour tout lecteur, le contenu joue le role principal et l’apprenant ne s’arrete 
pas sur toutes les difficultes de la langue qu’il rencontre. D’ailleurs, F activite d’utiliser un 
extrait de texte authentique pour un exercice de grammaire s’avere etre completement difficile 
et laborieux, annulant le caractere litteraire du texte. De plus, lorsque le texte est accompagne 
de photos, de reproductions de sa couverture, d’images du film (s’il y a une production 
cinematographique) ou de questions qui offrent la possibility d’une approche globale du texte, 
alors la comprehension se fait de maniere facile et l’enrichissement lexical se produit sans 
qu’on s’en rende compte. 

Comme la lecture est un travail de dechiffrement des mots inconnus, d’identification 
des mots connus, un travail de recherche des analogies qui permet aux apprenants de 
comprendre le texte entier, le grand talent de l’enseignant consiste a leur proposer des taches 
correspondantes pour retablir un equilibre entre 1’exploitation pedagogique du texte 
authentique et la lecture litteraire en classe de FLE. II n’est pas besoin de comprendre tous les 
mots d’un texte, mais c’est le contexte qui permet de faire le saut. D’ou l’importance a accorder 
a l’approche globale, qui evite le dechiffrement lineaire, mot apres mot. 2 

Pour exemplifier 1’exploitation du texte litteraire authentique en classe de FLE, nous 
avons choisi un extrait du roman de Marguerite Duras, L ’Amant. Marguerite Duras 3 (de son 
vrai nom Marguerite Germaine Marie Donnadieu) a connu la vie dure de FIndochine franchise 
des sa naissance. Toute son existence se retrouve a travers le fil narratif de ses oeuvres 
modemes, romanesques et theatrales. 

Figure controversee de son temps, Marguerite Duras est presente dans les manuels de 
langue et litterature francaisc, surtout aux niveaux moyen et avance, car son oeuvre pourrait 
etre exploitee a tous les niveaux : lexical, grammatical, syntaxique, litteraire. 


2 Francine Cicurel, Lectures interactives en langues etrangeres , Hachette F.L.E., Paris, 1991, p. 12. 

3 Duras representait le village de la maison paternelle de l’auteure. 
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Dans L ’Amant , Marguerite Duras reprend, sur le ton de la confidence, les images et 
les themes qui dominent son oeuvre. Inspire de sa vie, le roman de Duras est remonte a ses 
sources, a sa « scene fondamentale » : le moment ou, vers 1930, sur un bac traversant un bras 
du Mekong, un Chinois riche s’approche d’une petite Blanche de quinze ans qu’il va aimer : 

« L’homme elegant est descendu de la limousine, il fume une cigarette anglaise. II 
regarde la jeune fille au feutre d’homme et aux chaussures d’or. II vient vers elle lentement. 
C’est visible, il est intimide. II ne sourit pas du tout d’abord. Tout d’abord il lui offre une 
cigarette. Sa main tremble. Il y a cette difference de race, il n’est pas blanc, il doit la surmonter, 
c’est pourquoi il tremble. Elle lui dit qu’elle ne fume pas, non merci. Elle ne dit rien d’autre, 
elle ne lui dit pas laissez-moi tranquille. Alors il a moins peur. Alors il lui dit qu’il croit rever. 
Elle ne repond pas. Ce n’est pas la peine qu’elle reponde, que repondrait-elle. Elle attend. Alors 
il le lui demande : mais d’ou venez-vous ? Elle dit qu’elle est la fille de Tinstitutrice de l’ecole 
de filles de Sadec. Il reflechit et puis il dit qu’il a entendu parler de cette dame, sa mere, de son 
manque de chance avec cette concession qu’elle aurait achetee au Cambodge, c’est bien ca 
n’est-ce pas ? Oui c’est 9 a. 

Il repete que c’est tout a fait extraordinaire de la voir sur ce bac. Si tot le matin, une 
jeune fille belle comme elle Test, vous ne vous rendez pas compte, c’est tres inattendu, une 
jeune fille blanche dans un car indigene. 

Il lui dit que le chapeau lui va bien, tres bien meme, que c’est... original... un chapeau 
d’homme, pourquoi pas ? elle est si jolie, elle peut tout se permettre. 

Elle le regarde. Elle lui demande qui il est. Il dit qu’il revient de Paris ou il a fait ses 
etudes, qu’il habite Sadec lui aussi justement sur le fleuve, la grande maison avec les grandes 
terrasses aux balustrades de ceramique bleue. 

Elle lui demande ce qu’il est. Il dit qu’il est Chinois, que sa famille vient de la Chine 
du Nord, de Fou-Chouen. Voulez-vous me permettre de vous ramener chez vous a Saigon ? 
Elle est d’accord. Il dit au chauffeur de prendre les bagages de la jeune fille dans le car et de 
les mettre dans l’auto noire. 

Chinois. Il est de cette minorite financiere d’origine chinoise qui tient tout Timmobilier 
populaire de la colonie. lie est celui qui passait le Mekong ce jour-la en direction de Saigon. 

Elle entre dans l’auto noire. La portiere se referme. » 4 


4 Marguerite Duras, L'Amant, Les Editions de Minuit, 1984, pp. 26-27. Voir Regine Merieux, Yves Loiseau, 
Beatrice Bouvier, Connexions. Methode de franqais, niveau 3, Editions, Didier, Paris, 2005, pp. 22-23. 
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Les activites autour de cet extrait pourraient etre diverses. Pour que les apprenants 
comprennent mieux le texte, l’enseignant peut leur proposer des activites de pre-lecture en se 
servant des deux images du film de Jean-Jacques Annaud, images qui, dans le manuel 
Connexions. Methode de frangais (Merieux, Regine, Loiseau, Yves, Bouvier, Beatrice, niveau 
3, Editions Didier, Paris, 2005) accompagnent le texte. L’enseignant joue le role d’animateur 
du scenario didactique, en encourageant les apprenants a former des hypotheses a propos du 
texte en se fondant sur les indices formels : images, disposition typographique, titre. II peut 
donner les mots-cles aux apprenants et ils tentent de deviner le sujet du texte. En outre, il peut 
leur fournit quelques donnees concemant la vie de l’auteure, le contexte litteraire et culturel ou 
elle a vecu, l’univers de ses ecrits. 

La lecture des images s’avere etre un bon exercice de pre-lecture, car les apprenants ont 
la possibility d’identifier les personnages et le moment exact du deroulement des evenements. 
A l’aide d’un exercice d’expression orale, on pourrait leur presenter d’autres textes sur le meme 
sujet, tandis qu’a l’aide d’un exercice d’expression ecrite les apprenants pourraient ecrire 
l’histoire que leur inspirent les photos et le titre qui accompagnent l’extrait litteraire. 

L’exploitation du texte durasien pourrait continuer avec diverses activites pendant la 
lecture et les apprenants ont l’occasion de/d’: 

’identifier les mots et les expressions qu’ils connaissent deja ; 
deduire les sens des lexemes ou des expressions inconnues en faisant des 
analogies et/ou en s’aidant tant du contexte (leurs connaissances prealables au moment de la 
lecture), que du cotexte (le voisinage immediat des mots); 

reconnaitre le type de texte, le but du texte ; 

identifier l’idee / les idees principales de l’extrait et les marqueurs de 

cohesion ; 

relever les differentes fagons de designer les personnages : le personnage 
masculin (l’homme elegant, il, Chinois, il n’est pas blanc) ; le personnage feminin (la jeune 
fille, elle, la fille de l’institutrice, jolie, une jeune fille belle, une jeune fille blanche) ; 
exploiter la technique du portrait d’un personnage ; 

identifier des elements de grammaire (alternance des temps verbaux, questions 

rhetoriques) ; 

prendre des notes ; 
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L’exploitation du texte litteraire Unit avec des activites d’apres lecture, activites qui 
pennettent aux apprenants de reagir de maniere personnelle au texte en etablissant une relation 
entre ce dernier et leurs propres opinions, sentiments, experiences. A un niveau eleve, 
l’enseignant pourrait demander aux apprenants : 

d’exprimer leurs points de vue sur le sujet; 

de discuter les differentes interpretations ; 

de creer de nouveaux textes en transformant le texte de depart; 

de realiser un jeu de role (interpreter les personnages) ; 

d’exploiter le texte au niveau des acquisitions grammaticales et/ou lexicales ; 

de transposer le texte au discours direct. 

Les activites ci-dessous, proposes par les auteurs du manuel Connexions. Methode de 
franqais mettent en evidence une serie d’activites diverses qui pourraient s’appliquer au texte 
litteraire authentique en classe de FLE. Les exercices visent la capacity des apprenants de 
comprendre le texte ecrit et de s’exprimer a l’oral et a l’ecrit. 

1. Lisez cet extrait de roman (L ’Amant - M. Duras) et repondez aux questions 
suivantes : 

a/ Quelle est la nationality de chaque personnage ? 

b/ Dans quel endroit et a quel moment de la joumee cette rencontre a-t-elle lieu ? 

c/ D’apres vous, a quelle epoque et dans quel pays la scene se passe-t-elle ? 

d/ Quelles informations avons-nous sur l’homme ? sur la femme ? 

e/ Pourquoi l’homme tremble-t-il ? 

f/ Pourquoi la jeune fille habite-t-elle dans ce pays ? et lui ? 

g/ Quels sentiments peut-on deviner dans les paroles de l’homme ? et dans celles de la 
femme ? 

2. Donnez un titre a ce fragment. 

© Lisez cet extrait de roman et repondez : 

1. Quelle est la nationality de chaque personnage ? 

2. Dans quel endroit et a quel moment de la journee cette rencontre a-t-elle lieu ? 

3. D’apres vous, a quelle epoque et dans quel pays la scene se passe-t-elle ? 
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3. Imaginez la suite de la conversation entre les deux personnes et redigez un 
dialogue. 


4. Observez les phrases et cochez les cases qui conviennent: 

1. Elle lui demande qui il est. 

2. II dit: « Voulez-vous me permettre de vous ramener chez vous a Saigon ? » 

3. II lui dit que le chapeau lui va bien, tres bien. 

4. II lui demande » « Mais d’ou venez-vous ? » 

5. II repete que c’est tout a fait extraordinaire de la voir sur ce bateau. 



1 

2 

3 

4 

5 

Les paroles exactes de l’homme et de la femme sont 

reproduites (discours direct). 






Une autre personne(le narrateur) raconte ce que dit 

l’homme ou la femme (discours rapporte). 







5a. Lisez la conversation rapportee par le narrateur et retrouvez le dialogue entre 
l’homme et la femme. 

Exemple : II lui dit que le chapeau lui va tres bien. -> II lui dit: « Le chapeau vous va 
tres bien. » 

Elle dit qu’elle est la fille de l’institutrice de l’ecole de fdles de Sadec. II dit qu’il a 
entendu parler de cette dame, sa mere. Elle lui demande qui il est. II dit qu’il revient de Paris 
ou il a fait ses etudes, qu’il habite Sadec lui aussi. Elle lui demande s’il est etranger. Il dit qu’il 
est Chinois, que sa famille vient de Chine du Nord, de Fou-Chouen. Il dit au chauffeur de 
prendre les bagages de la jeune fille dans le car et de les mettre dans l’auto noire. 

- Elle dit:. 

Il repond : « J’ai entendu parler de cette dame, votre mere. » 

Elle demande :. 

- Il explique :. 

Elle demande :. 

Il confirme :. 

Il ordonne : « Prenez les bagages de la jeune fille et mettez-les dans l’auto. » 

Pour cone lure, on pourrait affirmer que 1’exploitation du texte litteraire authentique 
s’avere etre une activite qui met en commun la lecture, le lexique, la grammaire, le style. Le 
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texte litteraire en classe de FLE peut etre exploite presque a tous les niveaux : de la 
comprehension ecrite, de l’expression ecrite, de l’expression orale. L’enseignant doit mettre 
l’accent sur l’aspect esthetique de la litterature, diriger la comprehension et 1’intelligence du 
texte, viser des buts esthetiques et culturels et il doit faire appel a toutes les strategies 
necessaires a la lecture du texte litteraire authentique, afin de faire developper aux apprenants 
le gout litteraire et d’enrichit la competence de communication et les competences de lecture. 
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ASPECTS OF THE POETIC LANGUAGE FROM THE FIRST HALF OF THE 

19TH CENTURY 


Elena-Andreea Popa (Dina) 
PD Student, University of Pitesti 


Abstract: This work tries to discuss the aspects of the poetical language of the XIX th cen tury, starting 
with the cultural and historical context that led to a process of modernization of the Romanian 
literature. The old language, the popular language and also the neologisms of that time were the main 
sources of the poetical language. 

Keywords: culture, modernization, Romanticism, tradition, originality 


Complexitatea no(iunii de limbaj literar a cunoscut numeroase abordari odata cu 
implementarea notiunilor de stilistica, astfel fund enunjate diverse dcfinitii ale acestui concept, 
precum cea elaborate de Ion Coteanu, conform caruia, limbajul poetic este„ limbajul in care 
semnul verbal se transforma in mod constant in simbol, prin valorificarca conotajiilor”. ( 
Coteanu, 1973:50). 

O alta opinie este emisa de catre §tefan Munteanu, care este de parere ca limbajul 
artistic devine,, o alta modalitate de utilizare a limbii si cu alt scop( func(ie) decat cea din 
varianta ei cotidiana.” (Munteanu, 1995:122). 

Limbajul poetic se dezvolta in cadrul limbii ca sistem ce produce atat comunicarea 
lingvistica, avand astfel funcjie tranzitiva, cat si o comunicare estetica, avand functie reflexiva; 
in studierea limbajului poetic este necesara, astfel cunoa§terea limbii si a mecanismelor, pe 
baza carora se dezvolta limba poetica. 

Pomind de la acest fapt, George Ivanescu afirma ca este necesar „ sa se faca distincjie 
intre ceea ce era norma limbii de comunicare in epoca respective si la scriitorul respectiv si 
ceea ce era la acela§i scriitor fapt de limba cu valoare artistica” ( Ivanescu, 1989: 186). Este 
nevoie de incadrarea in epoca a scriitorilor, urmand analiza prin compara(ic a scriitorilor la 
nivel de limba. 

In cazul limbajului poetic din prima jumatate a secolului al XIX -lea contextul socio- 
istoric §i cultural a jucat un rol decisiv in crearea literaturii acestei perioade. Din punct de 
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vedere istoric , lupta antifeudala, animata de idealul unirii §i al independents poporului roman 
este concretizata in Rascoala de la 1821 atingand punctul culminant la Rcvolupa burghezo- 
democrata din 1848, in urma careia apare denumirea de mi scare pa§optista. 

Cu privire la miscarca pa§optista, Gheorghe Craciun o sintetiza astfel:,, Pasoptismul 
inseamna pentru noi astazi foarte multe lucruri: mesianism cultural si revoluponar, spirit critic, 
deschidere spre Occident §i lupta pentru impunerea unui specific national, constiinta civica si 
patriotica, obsesia integrarii in civiliza^ic, constiinta pioneratului in mai toate domeniile viejii, 
o retorica fara precedent a urgenjei, a aepunii, a entuziasmului si a trezirii din letargie". ( 
Craciun, 1997:127). 

Scriitorii pa§opti§ti se implied activ in viaja politica a larii, prin intermediul literaturii 
lor dorind emanciparea poporului pe toate planurile. 

De aceea literatura acestui secol a fost scrisa, in primul rand pentru a oferi oamenilor 
accesul la cultura, de unde reiese una dintre trasaturile literaturii pa§optiste date de 
accesabilitatea sa. 

Din punct de vedere literar, acclasi Gheorghe Craciun completeaza ca:,,Pasoptismul 
este o direepe literara cu valoare de paradigma, in care insa greutatea politica, sociala si 
culturala a conceptului oculteaza dimensiunea estetica. Perioada de coexistent, de asimilare, 
de contradicpe a culturalului cu literalul, pasoptismul n-ar indreptap, prin urmare, o abordare 
pur §i simplu estetica” ( Craciun, 1997:47). 

La baza limbajului poetic - conform parerii emise de Gheorghe Ivanescu - exista trei 
surse: limba veche( arhaismele), limba vorbita( popular) §i neologismele, iar incadrarea corecta 
a limbajului poetic este strans legata de studierea limbii, din punct de vedere diacronic. 

in ceea ce prive§te limbajul poetic al primei jumatap de secol al XlX-lea, legatura dintre 
cele trei surse constituente este cu atat mai puternica deoarece literatura romaneasca se situa 
intr-o perioada de tranzipc de la tradipc la modernizare, astfel ca scriitorii utilizeaza in procesul 
creativ deopotriva arhaisme, regionalisme, expresii populare, dar §i neologisme incercand sa 
pastreze in acclasi timp claritatea §i accesibilitatea. 

Pentru exemplificare se dau versurile din Balada Zburatorului , de Ion Heliade- 
Radulescu:,, E noapte nalta, nalta;din mijlocul tariei/ Ve§mantul sau cel negru de stele semanat/ 
Destins coprinde lumea, ce-n brajele somniei/ Viseaza cate-aievea de§teapta n-a visat./ Tacere 
este totul si nemiscare plina;/ Incantec sau descantec pe lume s-a lasat;/ Nici frunza nu se mi§ca, 
nici vantul nu suspina,/ Si apele dorm duse, §i morile au stat.” ( Radulescu, 2008:78). 
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in analiza acestor versuri, se observa la nivel fonetic o apropiere de vorbirea 
contemporana, deosebirea constand in utilizarea vocalei o in loc de u din cuvantul coprinde, 
din aceasta alegere cvidcntiindu-se raportarea la cuvantul latinesc din care deriva comprendere. 

La nivel lexical se observa imbinarea elementelor vechi cu cele mai noi, de§i in textul 
ales neologismele nu predomina; autorul alege anumite cuvinte ce dau scnzapa de invechit 
precum ve$mdnt sau mcantec din motive strict estetice, pentru a spori expresivitatea liricii sale. 

Pentru amplificarea cxprcsivitapi limbajului artistic, Heliade-Radulescu recurge la 
al iterate prin alaturarea cuvintelor inc&ntec si descantec. 

O alta modalitate de indeplinire a funcpci expresive consta in utilizarea unor sensuri 
diferite decat cele proprii cuvintelor. De exemplu cuvantul tarie nu denota for|a fizica sau 
morala, ci are un sens nou, de univers. Mai mult decat atat, autorul baladei utilizeaza derivarea 
drept procedeu expresiv, cum este cazul cuvantului somnie, cuvant derivat de la somn, caruia i 
se adauga sufixul -ie, avand sensul de afipire. 

Pe de alta parte, autorul recurge la diverse cuvinte aparent noi, precum destins si 
coprinde. Acestea nu reprezinta neologisme propriu-zise si mai degraba cuvinte al caror sens 
folosit in text §i modelul de la care s-au format le dau aerul de inovapc. 

in ceea ce prive§te sfera domeniile cuvintelor folosite, acestea se pot grupa in clasa 
cuvintelor legate de vis si noapte, in care intra: noapte, stele, somnie, viseaza, dorm; si sfera 
cuvintelor legate de lini§te: tacere, nempcare, au stat. 

Din punct de vedere etimologic, cuvintele sunt aproape in totalitate de origine latina, 
exceplie facand cuvantul aievea, care este de origine slava. 

Trebuie mentionat faptul ca Balada Zburatorului a fost scrisa intr-o perioada in care 
nonnele gramaticale ale limbii nu erau inca delinitivale, iar exagerarile latinesti se manifestau 
in scriere, cu toate acestea, textul baladei nu pare a fi departe de normele gramaticale 
contemporane. 

Astfel prima strofa comentata incepe cu verbul predicativ e, avand sensul de exista, 
urmat de substantivul cu funcpc de subiect noapte, cele doua formand o construcpc cu valoare 
generala, impersonala. Prin repetarea fonnei populare a adjectivului nalta se creeaza 
superlativul absolut, iar din punct de vedere stilistic ia nastcrc o alitcrapc, avand rolul de a 
intensifica expresivitatea epitetului creat. 

Participiul adjectival semanat se apropie de viata rurala, contribuind la trasatura 
populara a limbii, iar prin inversiunea complementului de agent de stele se realizeaza o 
construcpc metaforica reu§ita. in continuare, cuvantul lumea - ce are rol de complement direct 
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- reda o vedere cuprinzatoare a intregului pamant, prin intermediul acestuia facandu-se trecerea 
de la cosmos la lumea pamanteasca, in cea de a doua aparipe a cuvantului lume, funcpa sa 
sintactica devine de complement circumstantial de loc. 

Expresivitatea limbajului poetic al acestei balade se cladcstc pe opozipa dintre vis §i 
realitate, in jural careia se folosesc serii antonimice precum aievecd realitate), de§teapta- vis, 
viseaza- n-a visat. Cuvantul de§teapta, pe langa valoarea stilistica, determina din punct de 
vedere gramatical atat verbul propozipci cat §i subiectul subintelcs al baladei, avand astfel 
funcjie de element predicativ suplimentar. 

Cea de-a doua strofa debuteaza cu doua din elementele dominante ale intregului text, 
ce fac parte din sfera lini^tii: tacere si nempcare, acestea dctinand funcjia sintactica de nume 
predicativ legate printr-un raport de coordonare copulativa realizat prin conjuncpa §i. Poetul 
alege ca subiectul propozijiei sa se situeze in mijlocul versului, intre cele doua nume 
predicative, pentra a putea sugera ideea lini§tii §i stagnarii totale, idee ce va li reluata si 
accentuata in versurile urmatoare. 

Cuvintele incantec si descantec sunt legate prin conjuncl,ia coordonatoare disjunctiva 
sau, intre acestea doua existand din punct de vedere poetic o u§oara antiteza data de prefixele 
in- si des-, cu toate ca sensurile lor sunt in opozil,ie. 

Ultimele doua versuri au menirea de a crea un echilibra prin intennediul raportului de 
coordonare, versurile Hind impartitc in patra uni tap sintactice, expresivitatea limbajului Hind 
intensificata prin alegerea aceluia§i cuvant in pozipa inipala a versului. La nivel sintactic 
raportul de egalitate intre perechile de propozipi da nastcrc unui lant de uni tap sintactice, a 
caror valoare expresiva consta in calitatea lor de hiperbole; autorul alegand acele cuvinte 
zgomotoase precum vantul, apele sau frunza carora le adauga calitatea de a fi imobile si tacute, 
desavarsind astfel tabloul lini§tii totale. 

Din punct de vedere sintactic prcdominanta raportului de coordonare contribuie la 
cvidcnpcrca tonului popular utilizat in balada, de aici reie§ind faptul ca folcloral nu a 
reprezentat doar tezaur literar ci si o sursa importanta de inspirapc pentra scriitori. 

Plecand de la analiza acestui fragment din Balada Zburatorului apare problema 
caracteralui individual colectiv al limbajului poetic. Cu privire la aceasta chestiune, Dumitra 
Irimia este de parere ca limbajul poetic are un caracter strict individual, afirmand ca:„ 
Dezvoltandu-se in interiorul sistemului lingvistic, limbajul poetic «ignora»norma in mod 
deliberat; o incalca in fiintarca ei in timp, in esenja ei supradialectala, in limitarea libertaplor 
din perspectiva individual-social.” (Irimia, 1979:10). 
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Pe de alta parte, G. Ivanescu susjine ca:„ Mulp cred ca limbajul poetic ar fi strict 
individual, adica s-ar gasi in afara normelor limbii literare sau ale dialectului[.. .]Nu tagaduim 
ca [...jorice mare poet este creatorul unor fapte de limba poetice inexistente pana la el. Dar 
limbajul poetic, chiar cel figurat, este in mare parte ceva colectiv, e un aspect special al unei 
limbi oarecare.” (Ivanescu, 2000:16). 

Cu alte cuvinte, de§i depne un limbaj poetic individualizat, balada lui Heliade- 
Radulescu poate fi raportata la celelalte crcapi literare ale secolului al XlX-lea. 

Perioada pa§optista reprezinta o trecere de la vechi, clasic la nou, la modemizare. Astfel 
limbajul poetic al acestor scriitori se caracterizeaza prin coexistent elementelor clasice alaturi 
de cele romantice, formele populare, arhaismele, regionalismele dau culoare operelor in aceea§i 
masura cu neologismele de origine neogreaca dar mai ales franceze; claritatea si accesibilitatea 
sunt caracteristici definitorii ale acestui limbaj poetic prin care se afirma spiritul national, 
increderea in frumusctilc naturale, in istoria si folclorul romanesc. 
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Abstract: When a "gypsy"girl makes her entrance in a literary text, the mores of society 
that previously functioned perfectly, are destabilized, being attacked by a dangerous 
presence that threatens traditional heterosexual couples ’ relationships and traditions. 
Her appearance reflects in fact a model society where morals come into question; all 
theories and principles governing the basic heterosexual relations and property rights 
being blown up. The theories and principles mentioned are only unsafe because society 
actors doubt them, but the act of sex change and to withdraw the camp "Gypsy", above 
all localities non-Roma in the mountains (the above must be understood and ad literally 
and metaphorically), the Rroma character shows her contempt for the values of the 
society in which she is expected to live. She has often been put in the imaginary plane 
of the story about the underground forces, he could even defeat, hence the tendency to 
demonize a jovial. In 1865, Haltrich retains a caption about "Gypsies" persecuting 
Jesus, St. Peter and St. John, who on their imaginary road on earth, tired, request 
shelter from a "gypsy" who, generous, offering them accommodation. The hostess’s 
husband returns from the pub, (opposite of the church), a place of moral decay, chases 
them away, so that he was tormented by demons. 


Daca vrem sa intelegem radacinile tropului tiganesc in literatura, un studiu al 
aparitiei lor chiar de la aparitia lor in Europa se dovedeste folositor, ei provocand 
ingrijorare in ceea ce priveste proprietatile oamenilor deja in momentul primelor 
aparitii. Dupa cum citim in Gypsy Identities 1500-2000 From Egiptcians and Moon- 
men to the Ethnic Romani, de David Mayall, ei au creat o stare de neliniste inca din 
primii ani in care au aparut in Anglia, era o obisnuinta in randul scriitorilor care se 
ocupau de tigani sa raspandeasca imagini prefabricate despre caracteristicile si 
caracterul grupului, adoptand trasaturi ca parul negru, ochii caprui si pielea maslinie. 
Cand de exemplu, acesti scriitori au fost confruntati cu copii din taberele tiganesti care 
nu corespundeau sabloanelor preconcepute, scriitorii au pretins ca acei copii nu puteau 
fi tigani adevarati, deoarece trebuia sa fi fost copii furati de la parintii lor Gaje, non- 
rroma. Exemple ca aceasta sunt atat de frecvente ca nici nu mai par relevante. 1 Procesul 
de categorizare, etichetare si reprezentare sunt, de fapt partea cea mai importanta a 
relatiilor dintre majoritari si minoritari, modeland si fund modelate de catre reactiile 
populare si atitudinile tarilor sau politicilor. I mag inca unui grup poate duce la o reactie 


1 David Mayall, Gypsy Identities 1500-2000 From Egiptcians and Moon-men to the Ethnic Romani, 
Routledge, London, 2004 
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specified, la fel cum o reactie specifics poate duce la crearea si legitimizarea unei 
imagini. in cazul in care adoptSm perspectiva autoritStilor sau ziarelor, imaginea se va 
schimba enorm. CSrutele nomazilor asigurS o viatS insalubrS, copii lor, in loc sS meargS 
la scoalS sS fie educati ca ceilalti copii de varsta lor, se ocupS de cersit, de furat, de 
inselSciuni. Mama lor sau sora lor, ’’tigancS” se ocupS de aceleasi lucruri (nu rareori ea 
isi invatS copii sau fratii trucurile meseriei), la care se adaugS prostitutia-pestele ei fund 
sotul, fratele sau tatSl, ea devenind proprietatea lor de care ei se folosesc, si o aruncS in 
strSzi in momentul in care nu mai este tanSrS si frumoasS de ajuns sS atragS clientii albi. 
TrSiesc inconjurati de niste caini slabi sfrijiti si cai scheletici, animalele sunt la fel de 
dusmSnoase ca proprietarii lor, din cauza mizeriei fizice si morale in care isi due traiul 
de la o zi la alta. ’’Tiganca” de data aceasta nu este imbrScatS in culori si piese de 
vesminte atrSgStoare, ci in niste zdrente gSsite in gunoi, ochii sSi nu mai ard de nicio 
dorintS, poate de singura dorintS de a-i intinde o capcanS strSinului, nu ii pasS de copiii 
sSi, neplStind nicio taxS si uitand sS isi trimitS copilul la scoalS, care in felul acesta 
rSmane in tabSrS sau in colibele de la periferii, continuand ceea ce a mostenit de la 
pSrinti. ’’Sensul amenintSrii, al pacostei, al primejdiei, al conlictului si confruntSrii 
directe dSinuiie in fiecare element al acestui portret.” 2 

Tiganul era deseori pus in planul imaginar al povestii in legSturS cu fortele 
subterane, pe care le putea chiar invinge, de unde si o tendintS spre o joviala 
demonizare. In 1865, Haltrich retinea o legends in care ’’tiganiul” ii persecuta pe Isus, 
Sf. Petra si Sf. loan, care in imaginare drumuri pe pSmant, obositi, solicitau adSpostul 
unei ’’tigSnci”, care, generoasS, le oferea gSzduire. Sotul intors de la crasmS, loc al 
decSderii morale opus bisericii, neindurStor ii goni, motiv pentra care fu afurisit si 
chinuit de demoni. Dar gratie priceperilor sale, el le veni de hac acestora, pricinS pentra 
care fu condamnat la a se intoarce si a rStSci permanent pe pSmant. Captivitatea romilor 
intr-o lume contingents, neacceptarea lor in niciunul dintre spatiile imaginare crestine 
ale vietii de dupS moarte, incorigibilitatea sa in materie religioasS si implicit morals, 
erau considerate a fi argumente perfecte pentra esecul mesajului religios de a schimba 
ceva in stractura sa morals. Valoarea euristicS, la nivelul mentalului colectiv al lumii 
germane, a cestor naratiuni este confirmatS de faptul cS o versiune a acestei povesti 
putea fi culeasS si de fratii Schott de la svabi si publicatS in mediul apusean cu titlul 
’’Tiganul si dracul”. In orice caz, pilda negativS a ’’tiganului” era servitS enoriasului ca 
un contraexemplu. Radicalizarea deviantei celuilalt trebuia sS aibS indirect functie de 
corectiv in interioral culturii producStoare de discurs, cSreia i se cerea sS se fereascS de 
acesti ’’nelegiuiti” sui generis. Totusi, perceptia si raportarea la ’’tiganul generic” a 
rSmas una duals. Atribuindu-i-se sau /si atribuindu-si calitSti magice, divinatorii, 
supranaturale, la nivelul practicilor cotidiene el putea fi contextual valorizat pozitiv, 
desi, de regulS, indivizii instrumentatori ai unor pretinse puteri rSmaneau structural 
temuti si, ca atare, marginalizati”. 3 


2 David May all, Gypsy Identities 1500-2000 From Egiptcians and Moon-men to the Ethnic Romani, 
Routledge, London, 2004, p. 2 

3 Marian Zaloaga, Romii in cultura saseasca in secolele al XVIII-lea si al XlX-lea, Editura Institutului 
pentru Studierea Problemelor Minoritatilor Nationale, Cluj Napoca, 2015, p. 145 
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Tiganca si proprietatea 


Sa luam un exemplu : Romanul Virginiei Woolf, Orlando : ’’Tribul cu care 
Orlando se acunde, a carui stil de viata exotic ofera nu numai scapare ci si o travestire, 
o deghizare, incapsuleaza in mod virtual toate stereotipiile care informeaza tropul literar 
al ’’tigancii”. Fiind izolati (...), aceste fiinte sunt itinerante, si in rolul acesta, obiectele 
dorintei romantice ale lui Orlando.” Orlando, femeie in momentul respectiv, li se alatura 
in nomadismul lor, spalandu-se ”in parauri, daca se spala vreodata” 4 Traind in afara 
oricarei proprietati private : ”nu se gasea macar o singura cheie, daramite o cheie de 
aur, in toata tabara”. Tabara servea ca antidotul perfect la relatia iritata si sensibila ce o 
avea Orlando cu mostenirea lui, ceea ce s-a complicat cu noul sau gen, el devenind 
femeie. ’’Tiganii”, in relatarea lui Orlando, nu au gen, femeile fiind similare cu barbatii, 
cu exceptia momentului in care acestia comploteaza sa ii ia viata. Transformandu-se in 
femeie aspirand la statutul de ’’tiganca”, Orlando a devenit dezmostenit in ochii 
societatii britanice din trei motive relevante pentru era respectiva: ”Cele mai importante 
acuzatii aduse ei erau (1) ca era moarta deci nu putea avea nicio proprietate; (2) era 
femeie, ceea ce inseamna acelasi lucru; (3) era un duce englez care s-a insurat cu o 
anumita Rosina Pepita (o ”tiganca”-nota mea), o dansatoare, cu care a si facut trei fii, 
care acum isi declara tatal mort, pretinzand mostenirea proprietatii lui.” 5 

lata argumentul nostru cel mai important, dovedit: cand o ’’tiganca” isi face 
aparitia intr-un un text literar, moravurile societatii care inainte functionau perfect, se 
destabilizeaza, fiind atacate de prezenta primejdioasa care ameninta traditiile relatiilor 
traditionale in cuplurile heterosexuale. Aparitia ei reflecta de fapt un model societal in 
care moravurile ajung sub semnul intrebarii, toate teoriile si principiile ce reglementau 
relatiile heterosexuale de baza si dreptul la proprietate fiind aruncate in aer. Teoriile si 
principiile amintite sunt numai nesigure, fiindca actorii societatii se indoiesc de ele, dar 
prin actul de schimbarea sexului si de a se retrage in tabara ’’tiganeasca”, deasupra 
tuturor localitatilor non-roma, in munti, (acest deasupra trebuie inteles si ad literam si 
metaforic), personajul rrom isi arata dispretul fata de valorile societatii in care se 
asteapta ca el sa traiasca. In textele ce urmeaza a fi anlizate, toposul ’’tigancii” va 
indeplini mai multe functii: prin intruchiparea valorilor ce se afla in contrast cu normele 
societatii, ele devin simbolul haosului moral semnalizat de ele. In acest fel ele vor 
functiona si ca elemente modificatoare a tuturor circumstantelor, fara ca ele sa se 
modifice vreodata, cu mici exceptii, bineinteles, anarhia obiceiurilor si deprinderilor 
putand fi distrusa numai cu distrugerea ei, totala sau partiala-prin moarte/disparitie ori 
prin imblanzire. 

Aflandu-se dintotdeauna in pozitia subaltemului fata de majoritatea stability, 
detinand o reticenta fabuloasa printre cei non-romi ca si o istorie scrisa inexistenta sau 
lipsa totala a literaturii lor scrise proprie pana in deceniile recente, ceea ce ramane noua 


4 V. Woolf, Orlando, A Biography, New York: Harcourt Brace Jovanovich, 1928, 1956, p.140 

5 Idem., p.168 
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din istoria lor este acest amalgam al abjectului si al fascinantului din legislatiile 
europene si literatura universala, lice arc de fapt oglinzandu-1 pe celalat, intr-o oglinda 
care deformeaza apzitiv sau negativ imaginea data in repetate randuri.Cu cuvintele 
Juliei Kristeva, ”In acest fel, imbinat si tesut, ambivalent, un flux eterogen marcheaza 
un teritoriu pe care pot sa-1 numesc al meu deoarece Celalalt, salasluind in mine ca un 
alter ego, mi-1 arata prin aversiune. ” 6 Pornind de la ’’tiganca” vrajitoare din operele 
Shakespeare sau cea care desluseste atele incurcaturii din povestea pieselor italiene 
renascentiste si ajungand la cea contemporana cu noi, tropul literar al ’’tigancii” 
intotdeauna intruchipeaza ceea ce este alter ego-ul femeii albe si simultan obiectul 
aversiunii, Hind exceptional de propice pentru aceste interpretari contradictorii dat Hind 
ca stim atat de putin despre ea, pana si ceea ce stim fiind pe jumatate legenda sau mit 
rural/urban. 

in timp ce in multe dintre operele analizate, aparitia ’’tigancii” nu pare atat de 
importanta ca prezenta protagonistilor consacrati, si in cateva, isi vor face simtita 
prezenta printr-o functie de simplu decor de atmosfera, eu consider ca totusi, figura 
aceasta serveste la o noua cheie de interpretare in fiecare poveste aparte, caci, daca nu 
au nicio importanta in ceea ce priveste povestea, de ce s-a gandit autorul sa le introduca? 
Sut convinsa ca ne va ajuta sa intelegem rolul jucat de ele chiar prin insasi rolul lor 
secundar, superfluu si aparent in nicio legatura cu firul narativ. Vom vedea cum ele 
devin semnale aparte ale schimbarii situatiei date, provocand ordinea data in priele 
pagini din opere, ele destabilizand statu quo- ul de dinainte, mari transformari 
intamplandu-se in momentul aparitiei lor: schimbari de perspective, schimbari de 
identitate, schimbari de relatii interpersonal,etc. 

Avand in vedere multele fatete ale ligurii tigancii literare, credem ca metafora 
folosita de Abigail Bardi in pentru definirea ei in scrierea ei The Gypsy as Trope in 
Victorian and Modern British Literature, aceea a ’’globului disco” 7 , o metafora care 
pare sa incapsuleze maniera in care tiganul apare in literatura secolului nouasprezece 
ca trop literar care poate fi conligurat intr-un fel prescurtat (...) Initial, globul disco era 
o singura fateta a fenomenului disco, dar ulterior el a devenit atat de sinonimic cu 
conceptul disco si atmosfera lui transgersiva ca a ajuns sa semnilicc evenimentul in stil 
club al anilor 1970. Daca am vrea sa cream ambianta anilor respectivi, de exemplu, ar 
fi de ajuns sa atarnam pe tavan un glob disco. 

Cu toate acestea, este important de retinut ca globul disco nu cauzeaza un chef- 
el pur si simplu il semnaleaza, desi cu ceea ce contribuie el la atmosfera este o functie 
cauzala in acelasi timp ce globul insusi nu detine nicio calitate festiva inerenta, ci tot 
ceea ce este in mod constant asociat cu el. Intr-un mod similar, in textele in care le 
gasim (pe ’’tiganci”) simpla lor prezenta este un semnal ca, la fel ca in discoteca, 
moravurile sociale, in special domeniile strict regularizate din secolul nouasprezece, 
cele referitoare la proprietate, gen, sexualitate si identitate nationals sunt in curs de a fi 


6 Julia Kristeva, Powers of Horror: An Essay on Abjection, European Perspectives, A Series of the 
Columbia University Press, New York, 1982, translated by Leon S.Roudiez, p.10 

7 Abigail Bardi in The Gypsy as Trope in Victorian and Moderrn British Literature, Univ. of Maryland, 
2007, p.26 
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destabilizate si rastumate. in timp ce la inceput ’’tigancile” nu cauzau aceasta 
destabilizare si rasturnare a regulilor, doar acompaniind-o, prezenta lor o semnalizeaza 
atat de puternic incat ele au ajuns sa para ca o cauzeaza, si intr-adevar, ulterior, pentru 
a fi martorii unei destabilizari, ajunge ca ele sa apara, ele devenind o prescurtare a 
destabilizarii insasi. (...) in acest fel ajunge numai sa le eradicam, sa le dispretuim si sa 
le batjocorim sau macar sa le imblanzim alteritatea ca sa ne reintoarcem la statu quo -ul 
normal de dinaintea aparitiei lor. in alte cuvinte, transgresivitatea semnalizata de ele se 
poate termina si cheful, cum era in timpul prezentei lor, se sfarseste.” 8 In acelasi fel, ”in 
gramatica romanului din secolul nouasprezece, penetrarea tigancii are rolul unui 
modilicator care deformeaza, un trop literar central care explodeaza tot ce era drag 
inimii victoriene- mostenire, roluri de gen binare, sexualitatea reprimata si identitatea 
nationals britanica- si ii arunca in aer, in abnormalitate.” 9 in cazul lui Orlando, aparitia 
’’tiganilor” semnalizeaza nu numai punerea sub semnul intrebarii a moravurilor dar si a 
identitatii sexuale si a apartenentei la o clasa sociala, fiind cunoscuta aversiunea romilor 
fata de mosteniri si discursurile financiare, paradigma data de anturajul precedent fiind 
transformata. in Marile asteptari de Charles Dickens, (Great Expectations ), o vedem 
pe Estella, care este fiica criminalului Magwitch care are sange de ’’tigan” in vene, ceea 
ce ’’denota pentru autorul Dickens o personalitate temperamentala, pasionala din punct 
de vedere sexual. Miss Havisham, (mama ei adoptiva) nu a putut eradica mostenirea ei, 
ceea ce a reusit era sa o invete cum sa disimuleze sentimentele ei naturale prea putemice 
dupa o masca de indiferenta rece si o inaccesibilitate stralucitoare. (...) Estella a 
mostenit si aura misterioasa, parca o flacara de la Molly (mama ei naturala). Esenta 
Estellei este focul, nu gheata. Dispretul ei intens este ca un negativ fotografic a dorintei 
intense, raceala ei nu este o frigiditate impasibila, plictisitoare, dar una care arde. (...) 
Ea a invatat repede ca manierele de domnisoara mandra, distanta inving pasiunea 
nesupusa mostenita de la mama ei, o pasiune care o ameninta pe ea insasi. Holbandu- 
se la foe- ceea ce in cazul romanelor lui Dickens semnalizeaza emotii intense refulate- 
(...) ea vede in carbunele incinse, incandescente imaginea propriei emotii.” Ea este 
asemuita de Pip, indragostita de ea, cu o flacara de lumanare in jural careia se aduna 
mai multe molii si creaturi ordinare, nedemne de mandra domnisoara. Fiind extrem de 
pasionala si senzuala sub masca de femeie frigida si calculata, ea alege sa se marite cu 
’’rnolia” cea mai respingatoare 10 , Mr. Drummle, lasandu-1 pe Pip cu ochii in soare. Ea 
a ales de fapt intre un barbat ngelic care o adora si o brata stupida-putem suspecta ca a 
facut aceasta alegere fiind atrasa fizic de brata, si nu a trebuit sa se sacrifice, cum s-ar 
credea. Daca s-ar fi maritat cu Pip, pasionalitatea sa ’’tiganeasca” ar fi fost frustrate, 
deci a facut numai sa asculte de vocea sangelui mostenit. * 11 

Aphra Behn, prima femeie dramaturg din Anglia, a creat masca ’’tigancii” 
pentru eroina Hellena, care, prin decizia de a se deghiza in ’’tiganca”, reuseste sa se 
opuna regulilor societatii din era Stuart, evita o casnicie de interes, si, in timpul 
Carnivalului, isi urmareste alesul. Piesa The Rover a fost jucata prima data in 1677, si 


8 idem, p.27 

9 ibidem, 2007,p. 27 

10 Charles Dickens, Marile Sperante, Ed. Corint, Bucuresti, 2013. 

11 Harold Bloom, Modem Critical Interpretation of Charles Dickens’s Great Expectations, Infobase 
Publishing, 2010, p.73 
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ea ne arata standardul dublu al evaluarii feminitatii ce functiona pe atunci, un standard 
care le limita femeilor toate dorintele la trei taramuri posibile: manastirea, bordelul, ori 
caminul. Libertinismul social si moral al barbatilor nu se ingaduia femeilor, ele avand 
sansa sa aleaga dintre cele trei roluri rezervate pentru ele: fecioara, sotia sau tarfa. 
Extremele erau doua : femeia fecioraa, neprihanita si femeia tarfa, platita pentru 
serviciile ei sexuale. Cele care se aflau intre aceste doua extreme, se regaseau intr-un 
spatiu gol, nu a scara larga de roluri, cum ar fi natural, ea oferea ’’toata marfa sau 
nimic” 12 . Protagonista Hellena se lupta pentru independents in timp ce mainile ei sunt 
legate de legile (scrise si nescrise) ce prescriau comportamentul corect in petire si 
maritis. In momentul in care ea se deghizeaza in ’’tiganca”, devine activa si capabila de 
a face lucruri inimaginabile pana ce s-a deghizat, arata ’’initiativa si curajul rezervate 
petitorului activ” 13 Hellena cea feciorelnica, vazand posibilitatile si libertatile oferite de 
deghizarea sa in femeie rroma, jura dezobedienta fata de fratele sau in ceea ce priveste 
viata ei romantica, sa faca ”nu precum fratele meu intelept isi imagineaza (pentru 
viitor)...dar sa iubesc si sa flu iubita” 14 Hellena nu se aseamana cu celelalte femei din 
perioda respective, ea este o luptatoare care refuza sa fie subordonata barbatului, prin 
personalitatea ei putemica., ea isi urmareste pasiunea, ascultand de sexualitatea ei, in 
felul acesta ’’demasculinizand dorinta camala” si ’’sabotand construirea femeii ca o 
femeie ce se protejeaza si este o marfa pasiva” 15 In era respective, moravurile femeii 
erau dictate de ’’necesitatea subordinerii si obedientei feminine in fata berbatului” 16 , 
cum se poruncea in mai multe versuri biblice. Personajul Evei din Biblie a avut un 
impact atat de esential in alungarea omului din Eden, ce se propaga ”o convingere 
culturale ce femeia este slabe si pecetoase” 17 . Dorinta feminine era o dorinte 
diaboleascd, o siebiciune ce trebuia eradicate, singurul act sexual acceptat din partea ei 
fund cea matrimoniaie, a sotiei obediente care capituleazd in fata berbatului activ si 
cucemic. Dominarea femeii de cdtre bdrbat a condus la ’’masculinizarea dorintei- 
crearea femeii ca Cealalte si ca Obiect- ceea ce era esential de asemenea pentru 
ideologia sexuale care insiste asupra faptului ce identitatea feminine trebuie mereu 
insotite de castitatea feminine” 18 . Prin adecvarea sexualitetii la astepterile 
contemporane, berbatii puritani au redus rolurile posibile ale femeii la unicul rol de 
femeie. Domeniile posibile deveneau cele ale menestirii sau ale bordelului pentru 


12 Aphra Behn, The Rover. Restoration Comedy, Ed. Trevor Griffiths and Simon Trussler, New Hern 
Books, London, 2005, p.164 

13 Helen M. Burke, The Cavalier Myth in The Rover. The Cambridge Companion to Aphra Behn, Eds. 
Derek Hughes si Janet Todd, Cambridge University Press, Cambridge, 2008, p. 122 

14 Aphra Behn, The Rover. Restoration Comedy, Ed. Trevor Griffiths and Simon Trussler, New Hern 
Books, London, 2005, p. 170 

15 Heidi Hunter, Revisioning the Female Body: Aphra Behn’s The Rover, Parts I and II, Rereading Aphra 
Behn: History, Theory, and Criticism, Ed. Heidi Hunter, Univ. Press of Virginia, Charlottesville, 1993, 
p. 104 

16 Ann Hughes, Puritanism and Gender, The Cambridge Companion to Puritanism, Eds. John Coffey and 
Paul c.H. lim, Cambridge University Press, Cambridge, 2008, p. 295 

17 Aphra Behn, The Rover. Restoration Comedy, Ed. Trevor Griffiths and Simon Trussler, New Hern 
Books, London, 2005, p.295 

18 Heidi Hunter, Revisioning the Female Body: Aphra Behn’s The Rover, Parts I and II, Rereading Aphra 
Behn: History, Theory, and Criticism, Ed. Heidi Hunter, Univ. Press of Virginia, Charlottesville, 1993, 
p. 104 
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femeile care nu mai erau acceptate. In timp ce societatea masculina era mcurajata sa 
traiasca o adevarata revolutie sexuala, doamnele era limitate la treburile casnice ale unei 
mame si sotii. in cazul in care ravneau libertatea sexuala, obstacolele se prezentau in 
chipul legilor morale si al realitatii. Ideologia hedonista stimula pasiunile extra- 
maritale si multe femei erau capabile sa se sustina financiar, fara sprijinul unui barbat, 
totusi, daca se despartea de imaginea deliranta a fecioarei dragute, ea isi expunea 
vulnerabilitatea, putand primejdui prestigiul, dar si viata ei. In schimb, putea sa revina 
din aventura bolnava, sfidata sau insarcinata. 

’’Aphra Behn, prima engezoaica care-si castiga existenta cu scrierea pieselor de 
teatru, a creat un personaj feminin captivant, care a folosit deghizarea in tiganca avand 
scopul de a scapa dintr-o casnicie nedorita si sa-1 urmareasca liber pe barbatul care ii 
placea. In faimoasa piesa The Rover din 1677, masca de tiganca ii ofera marchizei 
bogate Helena siguranta si libertate de a cutreiera strazile Italiei in timpul Camavalului, 
cautandu-1 pe Wilmore. La fel ca ceilalti protagonisti care se travestesc in tigani, 
Hellena isi poate folosi intelepciunea si elocventa, savurandu-si libertatea sexuala 
proaspat regasita in timp ce flirteaza cu Wilmore pe strazile din Napoli. Autoarea Behn 
ii da protagonistei deghizarea tigancii si prin aceasta o face mai puternica si o schiomba 
intr-un exemplu viu al feminitatii independente si emancipate pe un fundal camivalesc 
unde rolurile de gen se inverseaza sau se desfiinteaza de tot.” 19 Dupa escapada ei, 
deghizata in ’’tiganca”, Hellena reuseste sa traiasca un fel de bucurie, scapand de 
casatoria aranjata de fratele sau, dar cu toate acestea, se marita, intrand in rolul sotiei, 
lupta pentru independents sfarsindu-se. Scriitoarea Aphra Behn era un fel de ’’tiganca” 
in cazul in care prin aceasta figura se intelege libertatea sexuala, morala si 
independent. Viata ei a fost o viata provocatoare pentru contemporanii ei, 
provocatoare de indignare. A petrecut mult timp in Guyana Olandeza si in Indiile de 
Vest, casatorindu-se pentru o scurta perioada cu cel al carui nume 1-a folosit. Era 
cunoscuta ca spioana britanica in Antwerpen in anul 1666. A fost arestata din cauza 
datoriilor, ceea ce a motivat-o sa scrie piese de teatru. Era extrem de preocupata de 
egalitatea dintre sexe, ceea ce se exprima si in piese, dar si in romanul sau Orinooko 
din 1688, ea atacand subiecte tabu pana si in poeziile ei, subiecte cum ar fi atractia 
homoerotica, autonomia femeilor, sexualitatea femeilor, etc. 20 Numeroase eroine 
alcatuite de ea, cum este si Helena, sunt liri razvratite, care, prin faptele lor si prin 
intrigile tesute in jurul lor reusesc sa gaseasca roluri noi cu care sa se identiilcc femeia, 
intre fecioara si tarfa, aratand noi variatiuni pe o scara de valori si roluri inexistente 
inaintea lor. Femeia- o dovedesc aceste eroine- este capabila sa uite de pasivitatea ei, 
devenind fauritoare propriei destine, poate sa calatoreasca, poate sa cunoasca noi 
oameni, poate ”sa caute implinirea sexuala si fericirea personala” 21 . Toate acestea 
datorita deghizarii in ’’tiganca”, un travesti eliberator pentru femeia alba a perioadei. 


19 Domnica Radulescu In Commedia Dell Arte s Tricks for Finding Freedom, Brief history of the Gypsy 
Role in Early Modern Europe , in Gypsies in European Literature and Culture , ed. By Valentina Glajar 
and Domnica Radulescu, Studies in European Culture and History, Palgrave Macmillan, 2008, p. 201 

20 http://www.bbc.co.uk/history/historic figures/behn aphra.shtml , accesat pe 17.11.15 

21 Domnica Radulescu in Commedia Dell Arte s Tricks for Finding Freedom, Brief history of the Gypsy 
Role in Early Modern Europe, in Gypsies in European Literature and Culture, ed. By Valentina Glajar 
and Domnica Radulescu, Studies in European Culture and History, Palgrave Macmillan, 2008, p. 202 
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Ceea ce este ironic in travestiul literar respectiv este faptul ca in timp ce figura 
’’tigancii” era folosita ca o metafora pentru libertatea sexuala, pentru elocventa si 
nepasare pentru moravuri, femeia rroma, mai ales in Balcani, era o roaba, fara drepturi, 
fara a fi macar considerate umana. ’’Femeile care folosesc trtavestiul ’’tiganesc” in 
teatrul cpomic din secolul 16. si 17., se elibereaza de constrangerile clasei sociale 
proprii si reusesc sa negocieze libertate economica cu libertate sexuala si cu libertatea 
de miscare. Dorinta lor de aceste trei nivele de libertate este atat de intensa incat 
pierderea statutului social si achizitia unui nou statut social perceput ca inferior- aceea 
a tigancii, devine nu numai irelevanta, dar un motiv pentru sarbatoare.” 22 
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THE LOST BOOK (’’CARTEA PIERDUTA. O POETICA A TRA UMEI”) BY ION 
MURESAN. THEORETICAL BASES OF AN OPRHIC POETICS 


Vasile Feurdean 

PhD Student, ’’Petru Maior” University of Tirgu Mures 


Abstract: The essays compiling the volume Cartea pierduta (o poetica a urmei) is 1. 
Muresan’s first document with programmatic value and at the same time an authentic 
treatise of an implicit poetics that reveals his conception about the status of poetry and 
the poet’s condition. 

While we assume that the above mentioned volume comprises the basis of I. Muresan’s 
poetics, the present paper aims at circumscribing the essential coordinates of his 
conception about art, which are hidden behind the mythical-allegorical narratives that 
compose the substance of this work. 

In our view, the underlaying concept of this book and generally of I. Muresan’s poetics 
is the husserlian concept of “eidetic image’’. The emblematic metaphor of “eidetic 
paradise ”, reminding of the plenitude of primordial creative powers, is also derived 
from this philosophical concept. The “lost book” metaphor from the title of the volume 
should be seen as subsumed to this concept as well, in order to configure an archetypal 
and totalizing image of the revelatory, cosmogenetic nature of the poetic language. As 
a matter offact, the meaning of “eidetic metaphor” in I. Muresan’s view refers to the 
pure perception, unaltered by concept, and to the force of poetic (re)presentation of 
ideas or to the emergence capacity of some pregnant images. These images have no 
ontological correlate, and are by no means the reflex of some logical, rational 
reductions, but embed a complex metaphorical semantics. In order to access the 
“eidetic images" the poet plunges into the myth and re-creates archetypal paths. He 
turns back into a child, the child goes back to his mythical arch-father, fictionalized in 
fairy tales, and the latter goes deeper in time towards his orphic archetype. Orpheus 
recreates the being in the Idea, and the journey towards the origin of the being 
coincides with his return to the origin of the poetry. Embodiment of the force of the 
verb, Orpheus is the only one that can explore that what cannot be explored, and 
foresee the essential space of poetic dwelling. He can embody the invisible in order to 
recuperate the sacred order of the “eidetic paradise”. Looking back, he denies the 
communion with the Divinity and assumes the condition of the permanent searcher for 
the absolute, the condition of the Titan who rewrites “the lost book” of the originary 
worlds that are at the basis of the authentic art. 

In this perspective, the volume is an implicit poetic art where the Poet - as Orpheus 
and all those possessed by Idea - transgresses the realms of the real world and of his 
personal memory, and, in that he is fascinated by this mythical “return to the origins ”, 
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makes the ontological jump into “the other realm ”, and so he succeeds to cross the 
forbiddingness threshold of consciousness through demonia. 


Keywords: „ eidetic image „ eidetic paradise ”, myth, orphism, childhood. 


Cartea pierduta (o poetica a urmei) de Ion Muresan (Bistrita, Editura 
Aletheia, 1998) - repere teoretice pentru o poetica orfica 


Eseurile care alcatuiesc volumul Cartea pierduta (o poetica a urmei) se constituie 
intr-un prim document cu valoare programatica, intr-un autentic tratat de poetica 
implicita care dezvaluie conceptia lui I. Muresan cu privire la statutul poeziei si la 
conditia creatorului. 

Pomind de la premisa ca volumul citat confine fundamentele poeticii lui Ion 
Muresan, demersul nostru investigativ urmareste sa circumscrie coordonatele esentiale 
ale conceptiei sale despre arta camuflate sub cupola naratiunilor mitico-alegorice sau 
autobiografice 1 care compun substanta acestei lucrari. 

Aparent, Ion Muresan scrie despre basm, insa poetul se substituie eseistului, 
deoarece „vorbirea despre basm” nu este decat o vorbire indirecta despre poezie sau 
chiar directa, dupa cum arata Al. Cistelecan. In viziunea criticului, eseurile 
„reconstituie, de fapt, «o poetica a urmei»”, in sensul ca, prin intermediul „analizei 
structurale a unor toposuri, fie tratand temele de basm in alegorie, fie pe fata, Ion 
Muresan isi redacteaza, de fapt, propria poetica” 2 . 

Registrul „realist’’, tonul usor ironic si aspectul spontan, ludic in care este elaborat 
intreg volumul creeaza doar aparent impresia de fragmentarism, de incoerenta. In 
esenta, Cartea pierduta nu face rabat de la rigorile unui text de o inalta tinuta stiintifica 
si se propune, prin jocul alegorie al imaginatiei si al intelectului, ca un document 
programatic - in versiune poetic-confesiva - ca o meditatie grava asupra statutului 
poetului in societatea contemporana si asupra conditiei scriiturii in lumea 
(post)moderna. 

Potrivit intelegerii noastre, in centrul problematicii cartii sta conceptul husserlian 
de « imagine eidetica» care fundamenteaza teoretic poetica sa. Din acest concept 
(Ilosolic deriva metafora emblematica a «paradisului eidetic» care evoca plenitudinea 
puterilor creatoare primordiale. Lui i se subsumeaza si metafora „ cartii pierdute” din 
titlul volumului, pentru a configura o imagine arhetipala, totalizatoare a naturii 


1 Iulian Boldea (coord.). Ion Muresan: Poetul for ever, Targu-Mure?, Editura Ardealul, 2008, p. 14: „Cartea 
pierduta - o poetica a urmei” e o carte despre copilarie. Ideea era ca tod ducem in noi un copil aflat intr-o anume 
treptata degradare sau mort. Eseurile despre basm alterneaza cu tablete despre copilaria mea, fragmente ale unei 
oglinzi in care se mai vad fragmente din copilul din mine. Altfel zis, am pus basmele copilariei in paralel cu 
copilaria ca basm” (Alexandru Vlad in dialog cu ton Muresan). 

2 Ibidem, pp. 86-87 (Al. Cistelecan). 
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revelatoare, cosmogenetice a poeticului. De altfel, acceptia conferita de Ion Muresan 
«imaginii eidetice» este aceea de perceptie pura, prereprezentationala si 
preconceptuala, forta de (re)prezentare poetica a ideilor sau capacitate de emergenta a 
unor imagini pregnante. Aceste imagini sunt lipsite de un corelat onto logic, desi dau 
impresia ca sunt direct si pro fund relationate cu acesta sau isi creeaza ele insele propriul 
corelat, substituindu-se referentului real. Ele se refuza a fi reflexul unor reductii logice, 
rationale, dimpotriva se caracterizeaza printr-un semantism metaforic complex. 

Inca din primul capital al volumului, Note la un paradis pierdut, Ion Muresan 
face referire la un concept filosofic, acela de eidetica («intuitie a esentelor») din 
fenomenologia husserliana. Imaginea eidetica este o marturie stranie, paradoxala 
despre puterile omenesti pierdute ce au apartinut unei varste mitice a omenirii, Hind 
asociata de autor cu paradisul pierdut. Ea este legata de o cunoastere unitara, ciclopica, 
asa cum o concepea Homer atunci cand a imaginat acea faptura himerica cu un singur 
ochi. Mai mult, imaginea eidetica este dovada faptului ca vederea este axul central in 
jurul caruia se structureaza lumea in mintea omului: „inainte de a ajunge concept, lumea 
este, in mintea noastra, imagine” 3 , reflectare a unei esente transcendentale. In sprijinul 
existentei vederii eidetice, autorul aduce argumente de ordin stiintific referindu-se la 
experimentele de laborator ale lui E. R. Jaensch care atesta prezenta la 85% dintre copii 
a unei „boli minunate” prin care acestia se incapataneaza sa vada obiecte, tablouri, 
scene din viata chiar la mult timp dupa disparitia acestora din fata ochilor, fara a avea 
constiinta subiectivitatii imaginilor. Asa-zisa boala dispare dupa varsta de 16 ani, iar la 
indivizii maturi eidetismul ajunge sa fie un fenomen extrem de rar, imaginatia eidetica 
diminuandu-se semnificativ si fiind, mai degraba, o inzestrare deosebita, decat o 
remanenta din perioada copilariei. In viziunea lui Ion Muresan, scoala lui Jaensch atesta 
existenta „unei varste eidetice a omenirii, timpuri de aur, cand cunoasterea imbraca 
forma imaginii intuitive, iar imaginea eidetica era modul de a fi al memoriei” (p. 8) 

Ion Muresan constata ca numai copiii si poetii manifesta aceasta capacitate 
misterioasa de emergenta a unor imagini pregnante, nealterate de concepte. Cum este 
posibil procesul de focalizare a imaginilor eidetice de catre cele doua categorii de 
indivizi - copiii si poetii? Explicatia autorului pentru legitimarea «pierdutului regat al 
imaginatiei eidetice» se construieste prin apelul la dovezi aduse din psihologie (Jaensch 
- experimentele realizate pe copiii care sufereau de eidetism), filosofie (conceptia 
filosofului eidetic Edmund Husserl - care in ilustrarea teoriei sale si in conturarea 
metodei fenomenologice recurge constant la imaginatie prin preferinta pentru exemple 
de genul zanelor, centaurilor, cailor inaripati etc.), arta (Michelangelo - care vedea 
donnind in blocul de piatra inform statuia, Goethe - care pastra in memorie, multa 
vreme dupa ce-si incheia activitatile de cercetare, imaginea plantelor pe care le-a 
studiat), la care Ion Muresan considera de cuviinta sa adauge pledoaria pentru basin, 
pentru lumea povestilor ce reitereaza tipare arhetipale care abunda in mitologia si 
folclorul nostru si, nu in ultimul rand, naratiunile autobiografice (radiografie a 
memoriei personale, trimiterile la evenimente din biografia proprie - fabula referitoare 


3 ton Muresan, Cartea pierduta (o poetica a urmei) de Ion Muresan, Bistrita, Editura Aletheia, 1998, p. 7. 
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la discutia poetului cu fetita unor prieteni pe tema desenelor pictate de aceasta Caii de 
la marginea uneipaduri/Fetita in rochie rosie ascunsa in iarba albastra). 

Intre categoriile umane amintite de I. Muresan ca au acces la vederea eidetica, un 
loc preferential ocupa poetii, artistii care - asemeni miticului luntras Caron, peregrinul 
dintre lumi - tree adesea „apele involburate ale Styxului”, ale cunoasterii conceptuale, 
logice, indreptandu-se catre „cetatea eidetica” prin capacitatea de a nega fundalul 
cunoasterii lumii, de a reface mimesisul in act - de a reproduce in procesul creator 
energeia divina, fara a copia obiectul creatiei. Eidetismul eseistului I. Muresan este, in 
fond, echivalent cu vizionarismul sau poetic: „Paradisul eidetic, timp al necrutatoarelor 
miracole, cetate cu un singur stapan - Ochiul flamand (subl. n.), ochiul dictatorial care 
isi subjuga toate celelalte simturi si, aproape suficient siesi, le compenseaza. O cetate 
nemarginita in care sabia conceptului nu transeaza, inca, lumea in gen proxim si 
diferenta specified. Perceptia este mereu proaspata. Haina de lucru a omului pare a fi, 
ca o impunatoare mantie, retina. De la identificarea obiectului cu imaginea lui si pana 
la a folosi ca pe un obiect imaginea insasi este doar un pas. E drept, un pas de demiurg. 
Pasul de la reproducere la creatie” 4 . 

Ochiul de carne, „organ si obstacol” (V. Jankelevitch), nu poate vedea ce este 
dincolo si atunci se deschide un alt Ochi, ,,flamand”, fantasmatic, nestapanit, demonic, 
prin care insusi poetul se cufunda in realul de dincolo.. Pentru ochiul eidetic, in afara 
inceteaza sa existe. El reface lumea din interior si strapunge carapacea realului si 
meandrele vietii, intorcandu-se in sine si catre sine, printr-o perceptie atat de acuta a 
realitatii interioare, incat ea devine, uneori, insuportabila. Privirea lui nu se lasa 
invadata de imaginile lumii, ci este orientata in sens invers: ea asalteaza realul, ii 
cucereste, rand pe rand, cu fantasmele ei devoratoare, domeniile, le asediaza cu 
viziunile ei delirante intrupate in „cuvintele ei cartitoare, clevetitoare si in toate 
culorile”, dotate si ele cu facultatea vederii. In fine, „monstrul” verbal care ia nastere 
din strafundurile fiintei lirice pune stapanire pe lume si obiectele ei si re-face la nivel 
ideatic unitatea ei faramitata. 

Cuvintele redevin entitati pure a caror trasatura definitorie este, inainte de 
semnificare si desemnare, vederea; ele sunt dotate cu facultatea «vederii» dincolo, dar 
si cu proprietatea de a disloca si de a aduce in Uinta «lumile de dincolo». Cuvintele 
poetice determina transgresarea materialitatii grele a realului, proces care coincide, 
simultan, cu un act sacramental de reabilitare a realului, de investire a lui cu un nou 
sens si cu o valoare care-i legitimeaza existenta, salvandu-1 de la provizoratul etem al 
unei substante amorfe, sterile, sfasiate de contradictii ireductibile. Odata catalizata, 
«privirea perspectivala» 5 re-creeaza lumea pe orbita sa intr-o dimensiune axiologica ce- 
i garanteaza relieful si consistent. Vederea induce dorinta de uniune cu Marele Tot, 
solidaritatea elementelor de la toate palierele cosmosului, contopirea fiintei vizionare 
cu toate entitatile cosmosului si cu Dumnezeu. 


4 Ibidem, p. 8-9. 

5 Adela Rezan, Elemente suprarealiste in poezia optzecistd (cap. ton Muresan - o poetica a epifaniei) - teza de 
doctorat, p. 473. 
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Vederea-viziune este, in esenta, cheia intelegerii operei lui I. Muresan. Poetul 
vede acolo unde altii nu pot vedea, vede cu toate celulele, cu toate fibrele fiintei sale, 
intrucat, asa cum remarca si criticul Al. Cistelecan, poetul ar merita un premiu pentru 
acreditatea §tiinlifica a «imaginii eidetice»: „Un si ml, atit de tiranic la Ion Muresan, 
incat nu doar toate se vad (atat cele vazute, cat si cele nevazute, atat cele vizibile, cat §i 
cele invizibile), dar §i toate simturilc vad; ba mai mult, cuvintele inscsi, inainte de a 
semnifica, se poarta ca ni§te vedenii in sine; ele sunt, de fapt, niste aratari originare, cu 
o corporalitate initiala, fondatoare. Poezia lui Ion Muresan e fundamental una epifanica', 
ea transforma spontan lumea in aratare, activand reflex capacitatea halucinatorie a 
vederii.” 6 

I. Muresan este „ochiul”, dar nu ochiul de carne, ci ochiul celalalt, ochiul interior, 
ciclopic care se defineste prin facultatea pe care o detine, vederea-viziune. Este ochiul 
subjugat vederii, tiranizat de viziune. Fiinta de eter nu mai are vederea limitata de ochiul 
de carne material, de organul-obstacol, intrucat vederea copleseste ochiul, dizolvand 
imaginile lumii in viziuni insolite, imprevizibile. Ele prolifereaza exponential, se 
obiectualizeaza, actionand ca un liant metafizic intre toate palierele universului. 
«Ochiul flamand» cu stihiile lui launtrice dicteaza poetului contragerea si expansiunea 
universului dupa un mecanism despotic - asa cum observa si Adela Rezan -, care 
distorsioneaza parametrii realitatii dupa bunul plac, avand capacitatea de a modifica - 
de a dilata sau de a comprima - frontierele lumii pana la disparitia lor totala. Astfel, 
demarcatiile intre animat si inanimat, timp-eternitate, interioritate-exterioritate, 
realitate-mit-vis, antropos-cosmos-divinitate, iubire-creatie-moarte, nefiinta-increat- 
fiinta, derizoriu-profan-sacru, trecut-prezent-viitor, potenta-act-produs se dizolva sub 
regimul dictatorial al imaginatiei. Vederea-viziune aboleste toate limitele fiintei si ale 
lumii si reprezinta premisa calatoriilor initiatice ale sinelui vizionar a caror finalitate 
consta in instituirea «lumilor vizionare». 

Naratiunea alegorica care incheie eseul cu care debuteaza volumul si al carei 
protagonist este Augustin Pod are rolul de a reliefa functia sacra a imaginii eidetice prin 
evocarea figurii acestui personaj, el insusi o metafora a fiintei eidetice care isi asuma 
atat conditia de depozitar, cat si de mesager al cunoasterii vizionare. 

Pentru a accesa «imaginile eidetice», poetul plonjeaza in mit si reface trasee 
arhetipale. El redevine copil, copilul se reintoarce la stramosii sai mitici fictionalizati 
in basme - Fat-Frumos si chiar antagonistii sai, zmeii - care coboara si mai adanc in 
timp la arhetipul lor orfic. Orfeu reface in Idee fiinta, iar parcurgerea drumului catre 
originea fiintei coincide cu reintoarcerea sa la originea poeziei. Intrupare a fortei 
verbului, Orfeu e singurul care poate sonda insondabilul si poate intrezari spatiul 
esential al locuirii poetice. El poate da corp invizibilului pentru a recupera ordinea sacra 
a „paradisul eidetic”. Privind inapoi, asemenea lui Orfeu, poetul reneaga comuniunea 
cu Zeul si isi asuma conditia vesnicului cautator de absolut, a titanului care rescrie 
„cartea pierduta ” a lumilor originare si cu care incepe arta autentica. 


6 Al. Cistelecan, Poetul ca eseist in Boldea, Iulian (coord.). Ion Muresan: Poetul for ever, Targu-Mure§, Editura 
Ardealul, 2008, p. 91. 
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Realul gliseaza catre imaginar, aventura de cunoastere a eroilor mitici se 
confunda cu odiseea initiatica a scriiturii. Dincolo de schemele mitice pe care le 
reitereaza eseistul in incercarea de a-si recupera, prin scriitura, copilaria, trecutul devine 
o metafora emblematica a varstei originare, prin excelenta, poetice a umanitatii, a 
«paradisului eidetic» care evoca plenitudinea puterilor creatoare primordiale, iar 
copilul, o ipostaza orflcd a poetului care are capacitatea de a accede la «imaginile 
eidetice» si de a rescrie „Cartea pierduta" a lumilor originare, recuperand, astfel, 
creatia autentica. In acest sens, volumul ni se recomanda ca o arta poetica implicita in 
care Poetul, asemenea lui Orfeu si a tuturor celor posedati de Idee, transgreseaza 
granitele realului si ale memoriei personale si savarseste, fascinat de aceasta mitica 
„intoarcere in urma”, saltul ontologic in „celalalt taram”, depasind pragul de interdictie 
al constiintei prin demonie 7 . 

O prima imagine arhetipala despre conditia duala a poetului e configurata in eseul 
Poezia §i pielea de pore : „Intre noi si poezie sta pielea de pore, intre omul dium si cel 
nocturn sta pielea de pore.”; „intre pore si print sta pielea de pore. Intre omul de 
duminica §i omul de peste saptamana sta pielea de pore.”; „Noaptea, cand patul are 
magnetismul oceanului, omul se apropie de frumos si de urat, de bine si de rau cu o 
ncrusinarc de print,. Noaptea, dezbracand pielea de pore, oamenii ucid si mangaie, injura 
si spun poezii, fura si fac daruri... Ziua pana si gandul la lucrarile nopfii devine brusc 
apasator, iar istorisirea lor, de rusinc. Ciudate §i nelibere Hin^c sunt oamenii! Ziua ar da 
orice sa poata arunca in foe pielea prinpdui, noaptea ar da orice sa poata arunca in foe 
pielea porcului. Asa stand lucrurile, oamenii se aduna, se sfatuiesc (cu cine?) §i 
sacrifica pe cafiva dintre ei care sa le reprezinte cu neru.pnare de pore ru.pnea de afi 
prinp. Ace§tia sunt poezii. Lor le cedeaza omenirea povara unor puteri netrebuincioase. 
Magnifici §i ticalo§i, slinti si curvari, ascet,i si bet,ivi, ginga§i §i ncru^inap, geniali §i 
cretini, frumosi si aschimodii (parca asa spunem despre ei atunci cand le citim 
biografiilc), ei sunt «mandria si oglinda lumii» si tot ei sunt «rusinca si spaima noastra» 
(Virgil Mazilescu).” (Ion Muresan, Cartea pierduta. Opoetica a urmei ). Prin urmare, 
imaginea Poetului sufera o dubla filtrare simbolic-mitica odata cu asimilarea lui cu 
figura eroului fictionalizat in basme. Pe de o parte, Poetul este „bestia” supusa 
supliciilor care cutreiera ziua prin infernul materiei si al lumii imbracat in „pielea de 
pore” 8 , iar, pe de alta parte, el redevine noaptea „printul” care are acces la o realitate 


7 „De aici, ipoteza existentei unui „paradis eidetic” a carui nostalgie o traim, poate, §i astazi, paradis al miracolelor 
in care suveran este „Ochiul flamand” de real, intretinand iluzia unei pcrceptii mereu vii a csentclor, de o 
proaspetime inalterabila. Problema e cum poate omul modern (§i, prin analogie, adultul din noi) sa se intoarca in 
aceasta zona a misterelor originare, fara a putea face insa pasul inapoi. Noi avem acum un alt orizont de cunoastere 
Si alte mijloace de asumare a realului, deja standardizate, intr-o lume saturata de sens si de adevaruri conventionale 
care nu mai necesita vreun efort special de imaginatie. (...) Doar poe(ii (simboliza(i prin Orfeu) si copiii - 
precizeaza intr-un loc autorul - ar mai putea infirma regula. Exista un prag de interdic(ie pe care constiinta nu-1 
poate depasi decat, eventual, prin demonia unor „tehnici” speciale de cunoastere, cu efect limitat, fireste, si nu 
mai pu(in controversat. Cu alte cuvinte, poetul vrea sa reinvie „Cartea pierduta” a lumilor originare si s-o rescrie 
cu propria imaginatie. Pentru asta pune fa(a-n fa (a intamplarile arhetipale din basm si mitologie cu imagini si mici 
„istorii” din cxistcipa lui biografica, mai ales din copilarie. Cel pu(in in subsolul ei, cartea lui ton Muresan e o 
confesiune si un jurnal de crea|ie.” (Boldea: 2008: 63). 

8 Despre importanta si semnificatia acestui accesoriu de vestimentatie cu functie magica pentru protagonistul 
basmului, criticul Cornel Moraru afirma urmatoarele: „Magia «pieii de porc» devine, astfel, un veritabil principiu 
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sacra, peregrinul orfic arhetipal angajat in captarea esentelor a carui traseu existential 
este raportat la o realitate noumenala. El este fiinta de frontiera 9 , creatura stranie cu 
doua fete, un Ianus bifrons fundamental scindat intre sordiditate si inocenta, insul care 
locuieste concomitent doua lumi, si in care, sub masca ciopartita, hidoasa a aparentelor 
(si in „vesmantul” pieii de pore), renaste mereu noul Orfeu pentru a strabate adancul 
infernal al originilor in cautarea esentelor. 

in Note despre povestitori I si II, scriitorul infatiseaza, prin intermediul unor 
anecdote si legende, misiunea pe care si-o asuma povestitorul de a repovesti lumea, 
asadar de a deveni tocmai autorul miracolului creatiei spirituale, depozitarul memoriei 
lumii. Eseul legitimeaza credinfa conform careia, fara poveste, fara posibilitatea de a 
povesti si a ne povesti, omul nu insemna nimic sau insemna foarte putin. Nevoia de 
poveste ramane, de fiecare data, vitala, infinita. 

Altemanta ipostazelor asumate succesiv de Afin - acelea de personaj si narator - 
evidentiaza functia esential diegetica a acestuia. Daca personajul participa la intamplari 
si savarseste profetia pusa sub consemnul tacerii, povestitorul incalca interdictia si re- 
povesteste, re-plasmuieste lumea din inchipuire si o re-traieste la nivel imaginativ. 
Pentru a pasi in imponderabilitatea orizontului imaginativ si a-i da fiinta, pentru a 
orandui lumea sub regimul inchipuirii este nevoie de un catalizator. In cazul eroului 
Alin, catalizatorul este firica. Eroul inventeaza sub imperiul fricii de moarte o poveste, 
dar nascocind fapte, plasmuind naratiunea, se inventeaza pe el insusi, se re-creeaza ca 
povestitor. 

In viziunea noastra, jocul personaj-narator devine fascinant in Omul de piatra , 
deoarece implied, la nivel hermeneutic, o pendulare intre primul raport semiotic 10 al 
limbajului ca atare, urma (semnificatia cuvantului, functia semnificativa a limbajului ) 
care semnifica lumea, reflectand-o in idee si un al doilea raport semiotic al povestirii, 
al urmelor re-create din memorie, al recaptarii Urmei divine primordiale (sensul 
textului, functia creatoare de lumi a limbajului) care transsemnifica lumea, o re- 
creeaza, stergand urmele primare si reinvestindu-le cu valori noi care, la randul lor, 
sporesc semnificatia faptelor si a lumii si instituie universul povestirii dupa o logica 
care este intrinseca naratiunii insesi. 


poetic. Printre altele, acesta conslintcsjtc posibilitatea trecerii §i comunicarii paradoxale intre lumi, regnuri §i 
condiponari de tot felul (aparent incompatibile) ale I'iintei umane” (Boldea: 2008: 65). 

9 Muresan, Op. cit., p. 54-55: „(...) cel menit mezinei nu poate fi decat un liibrid al nordului (recele taram al 
intunericului), cu sudul (taramul zilei, al luminii). Este o fiinta stranie, faptura de frontiera, creatura cu doua fete, 
copil nascut spre a-ntretine scandalul: caci in fiecare zi, intunericul defileaza ostentativ prin lumina cu fata lui de 
pore si, in fiecare noapte, lumina se furiseaza in tinutul inamic, purtand armura si chip de print.” 

10 In acest context, trebuie adaugat ca jocul personaj-narator presupune a trece de la vorbire la poezie, de functia 
intern-constitutiva a limbajului (urma, in termenii metaforici ai lui I. Muresan) - functia semnificativa, creatoare 
de sens, la finalitatea transsemnificativa a limbajului (Urmaprimordiald, re-creata din memorie), constructiva de 
«lumi», care depa^e^te finalitatea limbajului insu§i, prin creajia radicala de sens si coincide, de aceasta data, cu 
procesul „creajiei de lumi”. Vezi in acest sens, teoria blagiana a metaforei poetic-culturale (Blaga: 1937/ 1985), 
teoria coseriana a dublului raport semiotic (Coseriu: 1952, 1971, 1981, 2000) si contributiile poeticianului clujean 
M. Borcila (Borcila: 1987, 1993, 1994, 1995, 1997, 2000, 2002) care a corelat tipologia structural-funcponala a 
metaforei propusa de L.Blaga §i a reconstruit-o pe fundamentele semantice ale lingvisticii integrale coseriene. 
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In momentul in care, prin puterile pe care le detine, AHn cunoaste desfasurarea 
actiunii el nu mai poate fi si personaj, asa ca isi asuma riscul de a iesi din povestire, 
ramanand un fel de mentor, de ghid pentru Dafin. Aceasta ipostaza insa nu-1 poate 
satisface si, cand se hotaraste sa devina din nou personaj, actant, va fi tras la raspundere 
de celelalte personaje, redevenind povestitor in interiorul povestii. Va fi absolvit de 
orice vina de imparatul Dafin si de sotia sa, Chiralina, insa tributul platit pentru 
incalcarea interdictiei de a povesti si a consemnului tacerii este implinirea profetiei: 
moartea prin impietrire. in mod paradoxal, aceasta ultima trecere a frontierei de la 
personaj la povestitor este si certificatul sau de nemurire, caci, fiind pietrificat, este si 
imortalizat. Consecinta imediata in plan interpretativ este ca lumea nu poate exista fara 
povestitor, aceasta este conditia existentei sale: sa fie povestita, asa ca, pentru a-si 
recapata povestitorul, este nevoie de un alt sacrificiu, al unei fiinte pure - copilul cu 
sange imparatesc. Astfel, lumea va putea continua sa existe. Stropit cu sange 11 , Afin se 
trezeste la viata si devine, prin destinul asumat, simbolul povestitorului care moare si 
invie, de fiecare data cand este necesar, pentru ca povestea, care este lumea insasi, sa 
continue, sa nu se sfarseasca. intruchipare a aedului trac Orfeu, a fiintei de frond era , 
Afin reprezinta constiinta povestitorului care, in afara de a percepe lumea si de a lua act 
de existenta ei, povesteste lumea, o re-creeaza prin poveste si o face sa dainuie prin 
cuvant. Afin si-a depasit orbirea initiala, pentru el viitorul devine transparent prin vocea 
Vantului de primavara care ii va dezvalui tot ce urmeaza sa se intample: „Peste noapte 
unul (dintre frati, Afin) se vindeca. Se fireaca la ochi si priveste in departure. Vede. Vede 
pana la capatul basmului.” 12 Esential este insa momentul in care el trebuie sa-si asume 
vederea si set povesteasca lumii ce a vazut. Pentru Afin, a re-povesti cele petrecute 
echivaleaza cu privirea in urma a lui Orfeu, cu asumarea re-facerii lumii prin poveste, 
cu hybrisul eroului mitic care incalca interdictia cu pretul sacrificiului, dar avand 
constiinta nevoii de a revela adevarul 13 si de a-si asuma destinul vizionar. Afin 
povesteste pentru a trai si traieste pentru a povesti. Povestea sa dubleaza lumea, confine 
lumea, se substituie ei, ba mai mult, povestea insasi face lumea sa fie. Privirea in urma 
(inapoi) a lui Orfeu este dublata, in cazul Povestitorului de privirea in urma (cuvantul 
profetic), de forta vizionara a limbajului celui care transsemnifica lumea cu 
intamplarile ei prin poveste, conferind valoare si adevar lumii ca atare a povestii, 


11 Simbolistica sangelui - asa cum este intepretata ea de Gilbert Durand - ca vehicol al timpului si lacas al 
sufletului, cu referire imediata la semnificatiile naratiunii, este transferata de I. Muresan din universul ca atare al 
povestii in spatiul extratextual, al cititorului care, la randul lui, «re-povesteste» lumea asemenea naratorului ori de 
cate ori re-lectureaza textul si re-traieste, la nivel imaginativ, istoria povestita, reactualizandu-i sensurile si 
readucand-o in prezentul constiintei: „Noi vom spune ca statuia povestitorului (si povestirea) invie, din generatie 
in generatie de cate ori este «spalata» cu Suflet si timp omenesc, la fiecare re-lecturare” (Muresan: 1998: 117). 

12 Muresan, Op. cit., p. 111. 

13 „Analizand mitul lui Orfeu, Anton Dumitriu gaseste ca ceea ce i se ceruse aedului trac e greu de indeplinit: «A 
fi intr-o astfel de stare de constiinta, incat sa nu existe uitare si nici indoiala» (subl. autorului). Or, aceasta ar dfi 
chiar definitie greaca a adevarului, Aletheia. E imposibil, as zice, pentru un povestitor sa stea in starea de adevar. 
Faptul ca eroul nostru incepe sa repovesteasca cele trecute, echivaleaza cu privirea in urma a lui Orfeu ori cu 
privirea in urma a fiicei lui Lot din mitul biblic. La fel cum privirea in urma, parcurgand drumul in sens invers, il 
dubleaza si ii supune adevarul si consistenta indoielii, la fel si povestirea, dubland lumea, o supune indoielii. Chiar 
daca, in cazul de fata, asistam la o repovestire, repovestire declansata de o indoiala (suspiciune), vina e cu atat 
mai mare. O povestire repovestita este o indoiala supusd indoielii, un mod de a obtine adevarul printr-o dubla 
negatie.” (Muresan: 1998: 115). 
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dincolo de mtamplarile propriu-zise ale lumii. Sacrificiul prin 
impietrire/imbatranire/moarte mseamna nu numai castigarea imortalitatii 
Povestitorului, ci si etemizarea lumii prin Povestire. 

Lectura alegorica si interpretarea neconventionala a elementelor de constructie a 
basmelor ( Praslea cel voinic..., Tinerete fara batranete..., Tulimam, Omul de piatra 
etc.) ii creeaza autorului prilejul de a emite spontan afirmatii suprinzatoare cu valoare 
programatica si de a trece de la placerea de a rememora intamplarile copilariei sau ale 
adolescentei si de a retrai ritualul fabulos al lecturii (placerea lecturii) la placerea de a 
reactiva energiile latente ale imaginarului poetic si fantasmele scriiturii (placerea 
scriiturii). Ni se dezvaluie, astfel, temeiurile care stau la baza poeticii muresene: 
memoria si vederea. 

Ambiguitatile parabolice la care recurge poetul pe tot parcursul volumului, in 
incursiunile sale in „copilaria ca basm” si „basmele copilariei”, creeaza trame orlicc in 
care moartea si urmele dezvaluie fiinta operei. Fiecare text este o celebrare a vederii 
insesi si o „sarbatoare din memorie”, „o aducere in rostire a ceea ce face posibila 
rostirea insasi” 14 . Memoria cu vederea ei eidetica (basmul) si vederea eidetica cu 
memoria sa (copilaria) reprezinta polii intre care se scrie „Cartea pierduta” si 
configureaza intervalul de la citirea urmelor la rescrierea lor, interval in care se incheaga 
poetica lui I. Muresan. Memoria aduce in fiinta „copilaria ca basm” - prima metafora 
a varstei eidetice a umanitatii, a varstei originare a manifestarii «imaginii eidetice» 
(„originarul manifestarii imaginii”) si „basmele copilariei” - o a doua metafora a 
mtruparii primordiale, totalizatoare, ordonate a «imaginii eidetice» intr-un univers 
imaginar arhetipal, coerent („manifestarea ca atare in universul imaginar” 15 ) care este 
basmul. 

Prima scriitura care re-face urmele celebrand memoria cu vederea ei eidetica este 
basmul prin exemplaritatea faptelor si destinelor unor pesonaje care intrupeaza absenta 
pura, urma pura, nu a ceea ce nu mai este, ci a ceea ce nu a fost niciodata, dar care intra 
in fiinta prin povestea ca atare. Basmul este dovada cea mai elocventa a creatiei ex 
nihilo, deoarece el reface in memorie urmele unei prezente inexistente; el nu aduce in 
fiinta prezenta care nu mai este (prezenta absenta), ci creeaza o prezenta inexistenta, o 
noua urma care deschide invizibilul, transgresand orizontul vizibil („pasare”) si toate 
semnele orizontului invizibil („urma pasarii”). 


14 Boldea, Op. cit., p. 119 (Dorin Stefanescu). 

15 Boldea: 2008: 118: „Ceea ce apare la prima vedere nu e decat manifestarea vizibila a ceea ce dispare, dar face 
cu putinta aparitia, „pierdutul regat al imaginatici eidetice”, actualizabil doar in modul de a fi al memoriei. 
(...)Cartea pierduta nu e cartea uitata, ci cartea urmata, ea insasi (in)scrisa prin recitirea urmelor lasate pe drumul 
ce desparte originarul manifestarii imaginii de manifestarea ca atare in universul imaginar. Scriitura reface in sens 
invers calea deschiderii fenomenologice, inspre o imposibila urma a urmei, acea „apa a apei” despre care vorbe^te 
Claudel. Caci aceasta primordiala Ur-Spur - sau Grundspur - nelasata de nimeni, ivita dintr-un ex nihilo al Zeului 
creator, lucreaza in memoria tuturor, mai ales in aceea a varstei noastre mitice, care este chiar a propriei copilarii. 
(...) Intoarcere orfica ori retrasare a urmei (une trace qui se re-trace ) savarfita in miracolul unei creatii a rebours; 
caci miezul incandescent al creativitatii este neuitarea, re-tragerea urmelor pe firul unui drum parcurs cu 
timpul.’’(Dorin Stefanescu). 
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Daca mezinul din basme ni se propune ca prototip al poetului al carui arhetip este 
chiar Orfeu - primul aed, dorinta sa peste fire - „fagaduinta pentru care m-am nascut” 
- nu este decat o expresie - tot metaforica! - a nazuintei poetului de a accede la „taramul 
tineretii fara batranete”. In aceasta ordine de idei, taramul de dincolo schematizeaza un 
tinut primordial care forfoteste de energii vitale, de viata si in care toate sunt „altfel 
faptuite”, in asa fel incat sa stameasca sfiala si mirare, sa opreasca fluxul temporalitatii 
hulpave, sa dea protagonistului prilej de contemplate si ragaz de revelatie. Chiar daca 
lucrul acesta nu se petrece in basm, destinul protagonistului stand sub semnul urgentei, 
avatarul sau, poetul, isi manifests totusi credinta ca acest fapt devine posibil in actul 
creator. Asemenea lui Fat-Frumos sau altor eroi din basme care, inainte de nastere, 
obtin, prin plans, intreg inventarul lumii, dar nu se nasc pana cand nu li se promite ceva 
ce nu li se poate da pentru ca „pur si simplu asa ceva nu exista” 16 , Poetul este ispitit de 
ceea ce exista, dar refuza ceea ce i se da. El este fiinta negativa care nu accepta ceea ce 
i se da, ci isi asuma destinul de exceptie, de a cauta imposibilul, de a gasi ceea ce nu 
exista si de a implini „fagaduinta” pentru care s-a nascut: „a adauga ceva nou in 
inventarul lumii” 17 , a aduce un spor de fiinta lumii, a-si crea in idee propria-i „casa”, 
propria-i realitate, asa incat sa dea consistenta ontologica la ceea ce nu exista, taramului 
invizibil, urmelor. 

Amintind de scena ispitirii lui Iisus in pustiu de catre diavol, episodul ispitirii 
fiului nenascut este esential pentru a trece, incetul cu incetul, granitele lumii realului si 
a face recurs la nascocire. Este momentul crucial care presupune a forta imaginatia sa 
promita ceva ce nu este de pe lumea aceasta, a o sili sa numeasca imposibilul. Targul 
nenascutului cu cei care-i promit gloria lumii devine un echivalent arhetipal al pactului 
faustic incheiat de poet in procesul de creatie pentru dobandirea accesului in spatiul 
poeticitatii. Provocarea imaginatiei se dovedeste eficienta, nasterea se petrece si ea are 
darul de a transforma imposibilul in posibil prin destinul asumat de print. Asadar, este 
nevoie de minciuna, de imaginatie pentru ca printul/ fatul sa se nasca. Superba definitie 
metaforica a Poetului si - de ce nu? - chiar a poeticului ca atare, imaginea nasterii din 
basm sugereaza ca, in actul creator, artistul are menirea sa compenseze, sa sublimeze si 
sa complineasca realitatea data. Prin arta, el propune niste proiecte ale unor lumi 
posibile care nu imita realitatea data, ci o concureaza prin bogatie si substantialitate. 
Cerand imposibilul, nemurirea copilul aduce ceva nou in lume. Pornind in cautarea 
imposibilului pentru a-1 face posibil, Fat-Frumos isi asuma faptul de a face ca 
imposibilul sa devina posibil: „sa gaseasca portita de trecere a imposibilului in 
posibil” 18 . Cu alte cuvinte, «omul cu destin», Poetul, face sa fie ceea ce nu a fost sau 
nu poate fi ca datuum, Poezia, insa aceasta trebuie sa treaca, mai intai, prin cuvant. 
Lumea este, mai intai, semnificata prin limbaj pentru ca, apoi, sa capete forma si fiinta 
cu mijloace de limbaj, dar depasind finalitatea ca atare a limbajului insusi. Destinul 
poetului este de a descoperi o lume a esentelor, el nu se poate sustrage acestei meniri, 
altfel, ar deveni un simplu administrator” al limbajului. Rasplata este nemurirea si 
incremenirea intr-un timp, de fapt, creatia ( Cartea ) il pastreaza pentru totdeauna in acel 


16 Muresan, Op. cit, p. 36. 

17 Ibidem , p. 37. 

18 Idem ibidem. 
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timp care nu se scurge decat in el insusi. Acest timp interior ramane impasibil la 
actiunea timpului exterior, devorator care erodeaza si consuma existentele. 

Pomind intr-o astfel de intreprindere, el savarseste hybrisul de a sfida legile 
devenirii si ale alcatuirii lumii, de a se rupe de experienta si determinarile rutinarde ale 
vietii pentru a-si asuma ipostaza nebunului cetatii. Punctul sau forte consta tocmai in 
neuitarea fagaduintei pentru care s-a nascut. El isi adjudeca nelinistea de a-1 urma pe 
fur pe un drum deja marcat, de a-i ghici urmele, de a iscodi fantasmele ale caror semne 
tocmai i s-au revelat. El paseste in taramul de dincolo - asa cum Orfeu cobora odinioara 
in taramul tenebrelor -, accesibil doar celor care nu poarta stigmatul maturizarii (firatii 
mai mari sau tatal sau nu au acces la aceasta realitate) si tarele macularii produse de 
regimul exclusiv dium si ritualizat al existentei ori de instinctul de putere. Metafora 
fictional izata a «paradisului eidetic», taramul de dincolo este accesibil doar poetilor si 
copiilor. 

Refacand traseul arhetipal al eroului de basin care are constiinta 
„neintamplatoarei sale nasteri, a prescrierii careia nu i se poate sustrage”, Poetul se 
situeaza in descendenta figurii christice a Celui a carui nastere a stat sub semnul 
Marelui Plan. Basmul Tinerete fara batranete si viata fara de moarte ilustreaza 
desavarsit cazul „omului cu destin” care se naste numai cand i se promite imposibilul, 
adica ceea ce nu i se poate da, pentru ca nu exista. Existenta „omului cu destin” - 
„unicul copil dorit o viata intreaga, asteptat cu disperare” -, al carui grad de noblete se 
masoara in biografia de exceptie pentru care opteaza dintre toate biograliile posibile ce 
ii tree pe dinainte, justifica, in opinia lui I. Muresan „un cult al embrionului uman ori 
al copiluluf ,19 complementarizat, aici, cu binecunoscutul cult al mortilor si simetrizat, 
in eseul Cartea din copilarie, cu un cult al cartii. 

Asa cum este prezentat in basm, somnul inseamna abolirea trecerii, „inghetarea” 
timpului. Cel cuprins de somnul metaforic, somnul mortii, somnul care este in afara 
constiintei nu mai percepe trecerea timpului. Dimpotriva, somnul trupului, asociat unei 
constiinte treze - in stare de veghe, constiinta care percepe fiintarca, o constiinta 
neintrerupta, avand perceptia a ceea ce este - este o stare ce se manifests in timp, este 
stare intrinseca timpului. Vladimir Jankelevitch 20 de tinea timpul ca orizont de asteptare 
al fiintei si, legat de aceasta, fiinta ca incarnare a timpului. Omul, asadar, ar fi timpul 
incamat. Este evident ca, in acest context, timpul are sensul de durata. Aplicata la basm, 
aceasta perspective asupra timpului si, implicit, asupra omului ca fiinta in timp, are 
drept consecinta faptul ca eraul care doarme somnul mortii este exceptat din trecere, 
din timp, deoarece nu numai ca nu imbatraneste, dar timpul nu se oglindeste in el, 
semnele timpului nu il marcheaza. In plus, oricat de mare ar (i intervalul de timp in care 
doarme, eroul nu are constiinta trecerii, el revine la momentul cand s-a cufundat in 
somn, dovada ca, pe tot parcursul acestei stari, constiinta sa a incetat sa mai perceapa 
lumea. De-abia cand se reinnoada fluxul constiintei, protagonistul afla ca a dormit un 
anumit timp, iar corpul sau intra intr-un proces accelerat de degradare, revenind la 
regula de a trai in/sub timp ca orice om si primind semnele timpului cu o viteza 


19 Ibidem , p. 31. 

20 Vladimir Jankelevitch, L' irreversible et la nostalgic, Paris, Editions Flammarion, 1974. 
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fulgeratoare. Ion Muresan vorbeste despre un timp al corpului, supus devenirii si un 
timp al spiritului, nemuritor. Spre deosebire de personajul basmului, constiintapoetului 
e capabila sa ramana neintreruptd, chiar si atunci cand corpul fiintei lirice plonjeaza 
in somnul-moarte. Ea nu este supusa eroziunii timpului si se poate detasa, dedubla, 
privindu-si sinele mort: ,,Mie in somn mi-a inghejat inima,/ pentru ca in somn e foarte 
frig./ M-au trezit §i mi-au taiat-o.//Dormi, puiul mamii, dormi V/ Acum sunt mort./ Eu 
nu voi mai dormi niciodata. ” ( Cantec de leagan - Cartea alcool). Este evident ca pentru 
(linta lirica intreruperea constiintei, pericol de care vorbea V. Jankelevitch, nu s-a 
produs niciodata. Poetul ramane acelasi, egal siesi, atat inainte de somn, cat si timpul 
somnului si dupa acesta. Ajungand la esenta fiintei , Poetul se identified cu insasi 
fiintarea. Referindu-se la numeroasele cazuri de reintrupare din basm, precum si la 
unele prezentate in biblie - notoriu Hind cazul lui Lazar, autorul subliniaza legatura 
indisolubila dintre corp si nume pana-ntr-acolo incat, in cazul unei ciopartiri, personajul 
nici macar nu mai poate fi strigat pe nume, deoarece „numele desemneaza ceva care are 
forma si nu informul” 21 . Abia odata cu revenirea la forma de om, dupa stropirea cu apa 
vie si cu apa moarta, trupul devine corp a ceva si are dreptul sa fie strigat pe nume. 
Corpul nu are inca la dispozitie mijlocul de comunicare cu exteriorul - cuvantul, de 
aceea el nu poate vorbi, nu poate auzi. Pentru ca sufletul sa poata reveni in trup, mai 
este nevoie de ceva: de un mar sau de o creanga de mar, marul fund «arborele 
primordial al cunostintei binelui si raului» 22 , dar chiar si acum el ramane dezorientat, 
nauc. Doar cand aude strigate, cuvinte, initiatul poate, la randul sau, recunoaste 
realitatea. 

Aluzia la pacatul originar este valorizata pozitiv, el inseamna a inzestra cu suflet 
corpul, a conferi corpului o identitate, a-i trezi constiinta de sine. A gusta din marul 
primordial este echivalent cu a deveni constient de sine si de lume, iar, aici, constiinta 
de sine se castiga prin intermediul limbajului. Limbajul este posibilitatea data omului 
de a percepe si intelege realitatea, de a se cunoaste pe sine. Ulterior, in basm, a beneficia 
de virtutile terapeutice ale acestui panaceu, cum se intampla in cazul eroului din 
poveste, reprezinta cea de-a doua trezire de sine , trezirea in spirit, prin locuirea in 
poezie. Secventa relatata trimite insa si la mitul jertfei creatoare si poarta sugestia 
identificarii protagonistului ce renaste ca initiat cu poetul care in vie odata cu nasterea 
poeziei. Mai mult, parabola reliefeaza fimetia ordonatoare a logosului poetic, a poeziei 
care aduce in fiinta lumea si o face sa fie, dincolo de prima structurare a lumii pe care 
o realizeaza limbajul uman. 

in capitolul O poveste fara sfarsit, I. Muresan gloseaza pe marginea unor 
scheme ale basmului sau ale romanului cu final fericit, etic, dupa morala ancestrala 
omeneasca in care binele invinge raul. Autorul se intreaba daca oamenii ar fi pregatiti 
ca, intr-o buna zi, raul sa invinga, raspunzand, bineinteles ca inca nu suntem pregatiti 
pentru asta. Ceea ce ignora omul - considera eseistul - sunt ratiunile zmeilor, adica 
implicit ratiunile raului. Omenirea nu este pregatita sa inteleaga ratiunile pentru care 
cei pe care ii considera imorali, rai actioneaza. Umanitatea nu doreste sau ignora, cu 


21 Muresan, Op. cit., p. 87. 

22 Ibidem , p. 94. 


1594 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


desavarsire, ratiunile celorlalti, atata timp cat acestia sunt deja catalogati ca adversari, 
ca Hind de partea raului. Acest aspect al moralei coroborat cu deznodamantul ce tine de 
«morfologia basmului» sau a romanului etic il determina pe autor sa-si imagineze - 
dupa modelul lui Leibniz - o lume in care principiile morale ale societatii umane sunt 
rasturnate: zmeii sunt buni, oamenii, rai; frumusetea zmeiasca (uratenia in tenneni 
omenesti) e pusa in antinomie cu Fat-Urat; intunericul este indispensabil vederii, 
lumina este, de fapt, cea care obstructioneaza vederea zmeilor, deci e un fel de intuneric 
pentru vederea umana etc. Observam aici nu doar ideea relativitatii perceptiei, ci si pe 
aceea a unei subiectivitati care face din propria-i manifestare in lume un etalon al 
comportamentului moral, fie si prin forta repetitiei sau a imbratisarii ei de catre toti 
membrii unei comunitati mai largi sau mai restranse. Transferand aceste judecati 
morale - facute de autor prin intermediul literaturii, dar aplicate de noi in viata reala - 
la literatura basmului incremenita in structuri, scheme si clisee, autorul observa spaima 
fata de ceea ce este altfel atat a pesonajelor, cat si teama creatorilor de a iesi din tipare. 
Aceasta teama se traduce prin faptul ca autorul tipic de basm se teme sa violenteze 
orizontul de asteptare al cititorului. 

O anumita simpatie pentru faptura careia ii trebuie cateva veacuri pentru a se 
transforma din sarpe ascuns de ochii lumii in zmeul putemic, capabil sa se miste intre 
doua lumi, ii prilejuieste lui I. Muresan o comparatie inedita cu Fat-Frumos. 
Protagonistul basmului are nevoie de cel putin aceeasi putere ca si rivalul sau - pe care 
o foloseste, asemenea zmeului, in acelasi scop distructiv -, insa, pe deasupra, mai este 
inzestrat cu frumusete si daruri din nastere. Fat-Frumos este, pentru lumea pamanteana, 
reprezentantul concret al zmeilor in taramul „de deasupra”, adica forta de pe alt tar dm. 
Coborand in lumea subpamanteana - intotdeauna este vorba de o miscare descendenta 
care reprezinta, de altfel, si o purificare, o ameliorare a calitatii fiintei - eroul din basm 
preia, in intregime, forta zmeului, cu alte cuvinte, asimileaza puterea negativa pe care, 
desigur, o foloseste intr-un scop nobil. Reflectarea in poezie a acestei asimilari, 
absorbtii negative pare a fi ilustrata in poemul Cantec negru din Cartea alcool : „Eu 
cant forta neagra din capul meu/la ordinul fortci negre din capul meu” (p. 21). Poetul 
reface, asadar, prin angajarea in actul creator, traseul arhetipal al protagonistului, dar 
sevele creatiei le extrage din fiinta tenebroasa a zmeului ale carei forte obscure le 
absoarbe si le asimileaza neincetat. lata o alta atestare fictionala a naturii duale a 
omului creatorl 

Simbolistica demarcatiei celor doua ipostaze ale protagonistului din basm 
prezenta in povestea Tugulea, fiul unchiasului si al matusii ii prilejuieste autorului 
ocazia sa se opreasca asupra semnificatiei apei/ raului ca limita, prag intre doua lumi. 
Scena din basm face referire la ritualul prezent in Noul Testament al purificarii 
corpurilor fizice, prin botezul lui loan cu apa si, ulterior, la purificarea spirituals, prin 
botezul cu foc/duh al lui Iisus. Doar astfel, prin unirea celor doua lumi in fiinta umana, 
omul devine corp, insa un corp nou, cu spirit nou, un «om nou», ca sa-1 citam pe Sf. 
Pavel in Epistola catre Romani. La fel se intampla si in Vechiul Testament unde 
corpurile se recompun din ramasitele de oase pe care se va prinde carnea si pielea, dar 
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care pentru a redeveni vii au nevoie de un suflu de viatS 23 . Interpretate alegoric, cele 
douS purificSri vizeazS conditia sacrificiala a poetului si, in acelasi timp, natura 
cosmogonies a poeticului. Botezul cu apa desemneazS, metaforic vorbind, intrarea 
omului in fiintarea omului in limbaj si asumarea lumii prin limbaj, iar botezul 

cufoc sintetizeazS fiintarea omului in poezie si renasterea spirituals prin actul creator. 

Iesirea de sub zodia «varstei eidetice» a copilSriei se produce atunci cand eroul 
basmului dobandeste insemnele bSrbStiei si devine bSrbatul al cSrui chimism modi Heat 
este presimtit de zmeu. Comportamentul sSu eroic, atributele de rSzboinic care doreste 
sS i se recunoascS victoriile si trofeele, viclenia si instinctul de conservare marchezS 
intrarea personajului sub zodia ratiunii, concomitent cu secStuirea lui interioarS, cu 
declinul imaginatiei si degradarea capacitatii eidetice. In basmul Praslea cel voinic si 
merele de aur, dara de sange care se scurge este semnul prevestitor al mortii, urma 
mortii. Praslea merge pe aceastS urma si va infSptui o serie de omoruri, acesta este 
semnul maturizSrii. Frica si moartea au izgonit copilul din el. Curajul, nesSbuinta 
initials a copilului au fost substituite cu frica, dorinta de conservare. Urcarea pe tSramul 
„de deasupra” este un model de ascensiune spirituals pentru care Praslea opteazS 
sacrificand balaurul si preferand pasarea 24 (zgripsorul, pasSrea dezanimalizatS in 
folosul functiei sale), simbol, prin excelentS, al iluminSrii, al ascensiunii, in defavoarea 
ancorSrii in contingent. inSltarea spirituals (zborul pe spatele zgripsorului) cere 
sacrificiul cel mai greu de panS atunci: o bucatS din corpul sSu, din picior, simbolul 
desprinderii de pSmant, al renuntSrii la legStura cu glia, la motorul care il angreneazS 
in miscarea sa pe celSlalt tSram. Ascensiunea spirituals presupune sacrificarea 
camalului, renuntarea la un mod de a fi. Abia acum si asa va putea protagonistul sS-si 
incheie drumul initiatic, echivalat de I. Muresan cu sfarsitul copilSriei ca «varsta 
eidetica». 

in paralel cu aceastS dublS fi It rare simbolic-miticS a imaginii poetului se 
construieste in Cartea pierduta o altS imagine arhetipalS a naturii revelatoare, 
cosmogenetice a poeticului, a CSrtii, in general. 

Poezia §i aricii (o paranteza) se constituie intr-o veritabilS paginS de poeticS 
explicits, in acest eseu Ion Muresan delimiteazS poezia de limbajul uzual recurgand la 
argumente filosofice derivate din henneneutica heideggerianS si restituie poeticului 
demnitatea de care a fost vSduvit de-a lungul timpului de cStre „surata” sa privilegiatS, 
stiinta, regina care a detronat sistematic poezia. Mentinand acelasi imagism plastic si 
aceeasi atitudine ludicS, poetul nu se dezminte nici atunci cand isi transpune, in 
metafora zoomorfa a cuvantului-arici, conceptia despre ontologizarea limbajului poetic 
in care se actualizeazS concomitent si plenar toate valorile de semnificatie si functiile 
limbajului, adicS „plenitudinea functionals a limbajului” 25 : „Cateva cuvinte despre 


23 Eziechiel, cap. 37, vs. 1-10. 

24 Muresan, Op. cit., p. 27. 

25 (...) Limbajul poetic nu poate fi o deviere fata de limbaj pur si simplu sau fata de limbajul de toate zilele, ci, 
dimpotriva, limbajul poetic, in care se actualizeaza ceea ce tine de semn, este limbajul cu toate functiunile lui, 
adica este plenitudinea functionala a limbajului si ca, dimpotriva, limbajul de toate zilele si limbajul stiintific sunt 
devieri, fiindca sunt rezultatul unei drastice reduceri functionale a limbajului ca atare. (Coseriu: 1995:153 - 
Prelegeri si conferinte, Cluj-Napoca, Editura Echinox, 1995). 
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virtuplc limbajului poetic ar fi, cred, binevenite. Dar cum m-am cam saturat de animalul 
invocat mai inainte, in analogia pe care tocmai sunt pe cale sa o savarscsc, ma voi folosi 
de un alt animal: ariciul. Din respect pentru conditia parantezei, voi fi scurt. Stain sub 
limbaj ca sub un munte nevazut. Dupa cum omul isi sapa tunele in muntele de piatra, 
i§i sapa tunele in muntele rclapilor sociale, nestanjenit isi face casa, i§i cumpara ma§ina 
etc., la fel ip sapa el tunele prin limbaj. Cuvantul, spunea Heidegeer, este rostirea 
cuvantului din Fiinfd, care nu are limba. In Fiinfa, toate "cuvintele"sunt legate de toate 
"cuvintele". Bequerel, daca nu ma in§el, spunea ca daca cineva mi§ca un deget pe 
Pamant, ceva se mi sea pe Sirius. La fel este p in Limbaj: daca eu mip ceva in cuvantul 
"deget", ceva se mipa in cuvantul "Sirius". Asta nu inseamna ca noiputem vorbi cu 
toate cuvintele lumii deodata. Tocmai de aceea spuneam ca discursurile noastre sunt un 
fel de tunele. Numai Dumnezeu poate vorbi cu toate cuvintele (§i cu toate semnele) 
deodata. §i chiar o face. Prorocii marturisesc despre vorbirea lui ca este ca tunetul. Cat 
despre urechile noastre, ele il aud foarte rar, iar cand intclcgem franturi din Marele 
Tunet ne cutremuram. Vorbirea noastra delimiteaza §i uneori, vorba lui Rilke, 
delimiteaza prea tare. Altfel spus, trasam harp pe hartia Limbii, iar apoi ne orientam 
dupa ele in Lume. Acum: sa zicem ca (iccarc cuvant e un arici. La fel cum fiecare arici 
are o sumedenie de fepi, fiecare cuvant are o sumedenie de sensuri. (Lingvipii vor rade 
zicand ca bat campii pe marginea "polisemantismului". Nici macar nu este un cuvant la 
fel de frumos ca §i cuvantul "arici"!). Elicient si sarac, ca orice unealta, limbajul §tiinfei 
leaga cuvintele (sau, oricum, incearca) prin sensurile lor cele mai tari. Adica este 
crescut ariciul in anumite condipi de mediu (discursiv), se constata care (ep a crescut 
mai gros §i mai lung §i mai viguros §i prin acesta se leaga ariciul de lepul cel mai lung, 
mai gros §i mai viguros al ariciului urmator. Restul tcpilor il taie cu grija oamenii de 
§tiin|a, distin§ii savanp carora le place ca aricii (cuvintele) sa fie chelup (ca §i capetele 
lor?). Singurul, limbajul poeziei, riguros la modul absolut, leaga (incearca) to{i {epii 
unui arici de tofi fepii ariciului urmator, toate infelesurile unui cuvant de toate 
infelesurile cuvantului urmator. Poetul nu harbierepe aricii. Mai mult, dep mult mai 
bogata, poezia cu nobiia-i umilinfa nici macar nu ravnepe la prestigiul surorii mai 
sarace, nici la numele ei pompos: «§tiinja» ” (subl. n). inteles in sens absolut, poeticul 
isi reveleaza consistent integral metaforica, iar poezia aspira sa refaca in Idee unitatea 
fragila sau faramitata a lumii. Poetul este convins ca „in lume exista o armonie de 
legaturi invizibile” care pot fi captate in limbajul poetic prin metafora. Pentru el, 
„poezia este, prin excelenja, metafora” - identificare a doua realitati nonidentice care 
integreaza misterul conferindu-i simultan o forma sensibila - ea „leaga doua realitap, 
doua cuvinte, doua lucruri care nu au nimic de-a face una cu alta” si „reu§este sa faca 
acea calatorie atat de bogata intre far §i circs, intre acoperis, sa spunem, §i pai sau spicul 
de grau (...) intre realitap indepartate (...)” 26 . 

Capitolul Interx’alul obligatoriu readuce in centrul discutiei problematica originii 
si a naturii poeziei ca spatiu sacru, creator de ordine, pornind de la filosofia 
heideggeriana. Omul locuieste intr-o casa pe pamant, model pentru o casa in numere si 
o alta in cuvant. Ion Muresan numeste casa omului in numere Intervalul, casa omului 


26 Ion Muresan, Poezia este cea mai credibila dovadd a existenfei lui Dumnezeu, interviu realizat de Daniel Sauca 
in „Caiete silvane”, nr. 11, noiembrie, 2010. 
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in timp, Viata si casa omului in limbaj, Poezie. Casa in limbaj, Poezia, reprezinta esenta 
fiintei care este nelimitata in interiorul sau, chiar daca limitata in exterior. Ideea poetica 
este aleasa de Poet dintr-un infinit de posibilitati. El opteaza pentru cuvantul integrator 
care contine in sine posibilitatea tuturor existentelor si care genereaza toate existentele 
posibile: cuvantul capabil sa exprime adevarul si sa reverbereze logosul divin. Structura 
poetica este o oglinda a Ordinii in interiorul dezordinii, logosul poetic avand functie 
cosmogenetica: „Important este ca orb si maret, poetul trece razand prin campul minat. 
Si-n urma lui ramane marcajul. in urma lui, segmentata de intervale dense de cuvinte si 
intervale de tacere, Poezia face lucrurile lumii acesteia «inteligibile si foarte foarte 
dragi.»” 27 

Urmand indeaproape conceptia hegeliena in spiritul ei, semioticianul I. Muresan 
ii modified doar litera, dandu-i o forma ludica si totusi extrem de subtila, care provoaca 
atat imaginatia, cat si spiritul. Traind intr-o lume a semnelor, intr-o realitate mediata de 
limbaj in care totul semnifica si este resemnificat, omul si semnele sale se intrepatrund. 
Semnele dubleaza lumea, o reprezinta si ii idealizeaza absenta. Definit metaforic, 
cuvantul este urmaprimordiala ivita in om din nimic, o oglinda a Urmei divine cu care, 
de la intemeierea lumii incoace, lumea omului se face si se preface neincetat. Urma ne 
apropie de momentul originar, ne face partasi la intemeierea lumii si contemporani cu 
Dumnezeu. Urmele din limbaj sunt semnul unei absente necesare ivirii unei prezente 
plenare. Urma este temeiul originar, temeiul insusi al culturii, de aceea „orice discurs 
despre urma este o meta-urma. Orice citire a urmelor este o conservare a lor intr-o urma 
a urmei.” 28 Urma delimiteaza omul de natura si ii confera posibilitatea de a-si afirma 
propria-i natura, propria-i identitate, identitatea creatoare careia I. Muresan ii aduce un 
adevarat omagiu in intregul sau volum. Urma face diferenta dintre natura si cultura. 
Urma sta la baza culturii si il intemeiaza pe om intr-o lume care ii este proprie, lumea 
culturii. Urma inseamna uitarea realului, este prima uitare a omului. Cartea este cea 
de-a doua uitare a omului, este uitarea uitarii, uitarea care sterge toate urmele pentru 
a reconstrui lumea in oglinda retrovizoare a imaginatiei. Omul creator cauta Urma 
primordiala, divina, Urma urmelor (inteleasa la superlativul absolut!), Urma absoluta. 
Daca la om cuvantul/ urma are functie reprezentationala, cuprinzand in el lumea si 
semnilicand-o, in Cuvantul lui Dumnezeu functia reprezentationala este absenta, 
intrucat Cuvantul dintai nu reprezinta lumea, ci o creeaza. Urma absoluta este semnul 
unei absente pure, absolute, este negativitatea pura, intrucat nu are nicio reflectare in 
exterior. Urma absoluta este insa, in acelasi timp, prezenta absoluta, Ideea care contine 
in sine insasi propria alteritate. Urma absoluta contine in sine manifestarea ei ulterioara, 
contine in sine totul si este temeiul tuturor lucrurilor. 

Pentru a accede la Urma absoluta , omul creator face mereu cale-ntoarsa - 
asemenea lui Fat-Frumos (basmul Tineretefara batranete... este o alegorie a creatiei, o 
metanaratiune in cel mai profund sens al cuvantului). A face insa cale-ntoarsa - a face 
abstractie de realitatea ca atare si a recupera cu imaginatia momentul anterior genezei, 
energeia pura, adica a functia originara a limbajului, intemeietoare de lumi - nu 


11 Muresan, Loc. cit., p. 68. 
Ibidem, p. 179. 
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Inseamnd a recupera urmele, ci a le sterge - protagonistul nu mai mai gaseste nicio 
urma a trecerii sale -, a le anula - moartea anuleaza urmele - pentru a le recrea din 
memorie sau din nimic. A se intoarce, a privi in urmd inseamna a pierde toate urmele 
si a recupera Urma urmelor. De aceea „Cartea pierduta nu este Cartea uitata, ci cartea 
urmata ” 29 care ignora toate urmele noi, proaspete. Cartea uitata - creatia autentica - 
este cartea care a pierdut orice contact cu urmele realitatii, a uitat de urine si a recastigat 
contactul cu Urma divina, construind o realitate ne-urmata. A scrie Cartea uitata 
inseamna a trece de la forta de reprezentare/ reprezentationala a urmelor la forta de 
prezentare/ intemeietoare a Urmei urmelor, de la reproducere la creatie: „Privirea in 
urma este o privire in sine. Citirea urmelor este o citire de sine. In masura in care suntem 
nascatori de urme, suntem si devoratori de urme. Urmele Hind caramizile din care ne 
construim, suntem niste mancatori de caramizi.” 30 

Pilda lui Fat-frumos din Tineretefara batranete... este o dovada ca intoarcerea pe 
aceleasi urme devine un nonsens si este echivalenta cu moartea, in sens metaforic cu 
neputinta de a crea o opera autentica, durabila. Dincolo de aceasta interpretare, cautarea 
temeiului prim de catre feciorul de imparat nu este posibila decat prin moarte. Moartea 
este temeiul poeziei. Moartea Nascatoare confine nemanifest posibilitatea tuturor 
existentelor. Moartea Nascatoare face cu putinta scrierea Cartii uitate. 

Elocventa in acest sens este si povestea copilului care este invatat de tatal sau sa 
vorbeasca dupa Dictionar si care, lovit de amnezie, uita totul in ordinea inversa invatarii 
cuvintelor. Talcul parabolei, formulat chiar de autor, ca „ordinea si intelesul sunt lucruri 
diferite” 31 se refera la semnificatia pe care o detine limbajul in viata omului. Vorbirea 
haotica este in raport cu ordinea din dictionar, nu in raport cu discursivitatea textului 
literar care creeaza sens si lume odata ce „uitarea, ca o privire in urma, sterge cuvintele”. 
Vorbirea nu inseamna ca limbajul isi manifests faptul de a fi, ci aminteste de existenta 
sau nonexistenta unor fapte sau imagini, dincolo de limbaj, prin limbaj. 

Semnele omului rescriu poetica urmei. Fiinta a lumii, omul este totodata, o lume 
a Fiintei, un creator de Fiinta in lume: „Orice discurs despre carte nu este altceva decat 
un mod de a merge vorbind printr-un labitrint. Vorbind despre Carte, gandul ca, de fapt, 
cartea vorbeste despre carte, ca eu, vorbitorul, nu sunt decat obiect mijlocitor, o 
oglinda, un circuit telefonic, prin care altcineva vorbeste si chiar se admira vorbind, 
gandul acesta devine obositor. Vorbirea noastra este o vorbire din robia cartii. Pentru 
ca nimic nu este in simturi care sa nu fi fost mai inainte in carti.” 32 

Cartea cuprinde, totalizeaza si eternizeaza omul, viata si lumea. Cartea e 
„cuvantul care s-a intrupat” si a devenit lume («creatie de lumi»), cuvantul care a adus 
in lumea omului fiinta noua. Textul devine modalitate de revelare a Urmei absolute, 
pentru ca da o forma misterului absolut: „Si in om si in carte, nevazutul devine vizibil. 
Atata doar ca prin alte semne. Preluand metafora Sfantului Augustin, putem spune 


29 Boldea, Op. cit., p. 127. 

30 Mures an. Op. cit., p. 181. 

31 Ibidem, p. 178. 

32 Ibidem, p. 39. 
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despre carte ca ea este Omul exterior in care se inscrie Omul interior. Oricum Marele 
trup al cartii in care pulseaza, fara graba, o mai mult rabdatoare viata, isi adauga noi 
celule, arunca de la sine celulele moarte si, din ce in ce mai spiritualizat, ne dubleaza in 
pennanenta. Incat nu stiu daca, privita mai indeaproape, Cartea nu s-ar putea dovedi a 
fi o varianta mult perfectionata a omului.” 33 

Cea de-a doua parte a volumului de eseuri, intitulata Orasul din oglinda, este 
populata cu fiintele din intemate si caminele studentesti ale Clujului sau evoca spatiul 
indepartat al Baselului din perioada de fonnare a poetului. Capitolele care compun 
aceasta sectiune de eseuri reprezinta, simbolic, invatatura, activitatea mentala, 
idealitatea, in general, din care sunt exceptati ceilalti rezidenti carora le este interzisa 
aceasta lume, lumea Cartii. Intrarea prin oglinda este, evident, intrarea intr-o lume 
ideala, in «cetatea eidetica» a Cartii. 

Visul repetitiv pe care il povesteste I. Muresan este o alta parabola a actului 
scriiturii. In vis, autorul se vedea conducand un automobil fara parbriz, cu vederea in 
fata blocata de un panou de scandura, opac, astfel incat mersul inainte era posibil doar 
prin vederea in oglinda retrovizoare a drumului lasat in urma. Semnificatia visului se 
lamureste transpunandu-i elementele in ecuatia actului creator. Creatorul paseste in 
necunoscut, panoul opac ii impiedica facultatea vederii directe, nemediate de limbaj. 
Lumea nu i se alcatuieste pe retina prin intermediul vederii organice, ci i se 
configureaza prin oglinda retrovizoare a imaginatiei, in semiintunericul deschis de 
Ochiul interior, eidetic, care sterge urmele lasate de limbaj si construieste urine noi, 
uitandu-le pe cele dintai. Cel care scrie isi asuma libertatea de a-si inchipui drumul 
operei, de a inventa parcursul pe care opera il contine, fara teama ca ar putea gresi, 
„pentru ca, pur si simplu, exact in acel moment lumea se nastea in spatele oglinzii. O 
libertate neagra, magnetica se intindea in fata mea. Trecand prin mine, lumea intra in 
forme.” 34 Calea operei intelese ca proces, nu ca produs, este infinita, drumul se face sub 
imperiul fanteziei si are sens doar atunci cand conduce la indepartarea de realitate, la 
stergerea urmelor: „pana acolo unde peisajul iesea de sub puterea memoriei si se topea 
intr-o linie de ceata alba. Pana la granita uitarii (subl. n.).” 35 

Salasul urmelor, in sensul unui semn al fiintarii, al trecerii prin spatiu, timp si 
viata ar fi temeiul 36 - termen eminescian pe care il comenteaza C. Noica, dar si I. 
Muresan. Conform filosofului roman, temeiul are soarta „de a 11 lasat in urma si uitat”, 
dupa ce a primit la sine toate urmele. Scriitorul este de parere ca temeiul eminescian ar 
fi Jemeiul prim rezultat din unirea elementelor primordiale (...). Soarta temeiului nu 
este aceea de afi uitat, ci aceea de a seface uitat” 37 . Amintindu-1 pe L. Blaga, I. Muresan 
arata ca faptele de cultura, ca reactie in fata imperfectiunii imediatului in raport cu 


33 Ibidem, p. 48. 

34 Ibidem, p. 181. 

35 Ibidem, p. 180. 

36 „In temeiul codrului/ Cale nu-i, carare nu-i/ Ca de-a fost vrodata cale/ Ea s-a prefacut in vale;/ S-a implut cu 
spini si scai/ Ca de urma nu-i mai dai, / De-i carare undeva/ N-o mai stie nimenea.” - M. Eminescu, Povestea 
Dochiei si Ursitorile, poem inclus in volumul Poeme necunoscute (reconstitute de Petru Cretia, alese de Mircea 
Cartarescu si rostite de Adrian Pintea - CD Carte), Bucuresti, Editura Casa Radio, 2003. 

37 Muresan, Op. cit., pp. 178-179. 
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asteptarile oamenilor, ar fi un signal, un semn care retrimite la temeiul prim. Acest 
semn, cultura, are menirea de a salva urmele din vortexul temeiului. Signalul nu este 
altceva decat o urma a urmei. 

Cautarea urmelor lasate de fiinta are sens doar daca urmele sunt citite in directia 
indepartarii lor de la un punct fix care este intotdeauna un inceput (nasterea, punctul de 
plecare al unei stari, al unei actiuni, al unui proces etc.). Citirea urmelor in alta directie 
sau invers duce la erori, catastrofe sau chiar la moarte - v. Tinerete fara batranete.... 
Reversibilitatea timpului (revenirea in timp), respectiv revenirea in spatiu inseamna 
intoarcerea in punctul originar, de plecare, inseamna anularea spatiului parcurs si a 
timpului scurs, deoarece a te intoarce in spatiu, implied revenirea in punctul de plecare, 
anuland distanta parcursa, si posibilitatea unor plecari si reveniri repetate, iar a te 
intoarce in timp presupune reversibilitatea timpului perceput ca ireversibil: „Ceea ce 
intalneste eroul nu este propria-i memorie, ci propria-i uitare (...), urmele sale sunt o 
carte pierduta (subl. n.)” 38 . Peste urmele pe care le cauta Fat-Frumos, timpul a asezat 
alte urme. Totul este schimbat, preschimbat. Cautarea, regasirea sinelui trebuie realizata 
in profunzimea fiintei. Cuprins de nostalgia toposului copilariei, Fat-Frumos coboard 
in pivnita unui palat in mine unde se intalneste cu Moartea lui, o moarte intarziata 
nepermis de mult, in preajma careia regaseste, in sfarsit, pentm o clipa, timpul sau, la 
care ajunge nu printr-o calatorie in sensul invers al axei temporale, ci prin abolirea 
oricarei temporalitati, sinonima, aici, cu iesirea din timp, cu intoarcerea in punctul 
originar, la randul sau, identic cu cel al nasterii sale. Chiar si asa, revenirea in timp nu 
permite anularea faptelor ce-au fost savarsite. Fat-Frumos nu mai poate ignora ceea ce 
deja a fost infaptuit. Ceea ce a savarsit in propriul trecut devenit viitor, din perspectiva 
timpului in care se afla, nu se poate schimba sau anula. Mai mult, el a fost trimis sau a 
plecat pentm a repara un prejudiciu, pentm a umple o lipsa. Asemenea eroului din basm 
care moare si invie, poetul orfic 39 opteaza sa se sacrifice pentm a ajunge la originea 
poemului, pentm a putea pasi pe urmele lasate de absenta, urme ce due spre nucleul 
primordial al creatiei, acolo unde, in absolut se naste perpetuu poemul, unde poetul se 
identified cu originea poemului si unde Absolutul insusi se ascunde revelandu-se numai 
in/prin Poezie. 

Sensul creatiei autentice asumate de Poetul care preia identitatea lui Orfeu este 
concentrat in citatul care incheie ultimul capitol al volumului, intitulat La urma urmei : 
„Urmele au sens doar atunci cand se indeparteaza, nu cand se apropie. Cel care merge 
invers, pe propriile sale urme e un sinucigas. Cel ce le citeste invers e un nebun. O astfel 
de lectura este fie o eroare, fie o aiureala. (...) Citirea inversa anuleaza urma .” 40 


38 Ibidem, p. 183. 

39 In opinia noastra, aceleasi aspecte ale cautarii spatiului plenitudinii creatoare si ale sacrificiului al este surprins 
si de Maurice Blanchot: „Orfeu moare ceva mai mult decat noi, ele este noi insine, purtand stiinta anticipate a 
mortii noastre, cel care este intimitatea dispersarii. El este poemul, daca acesta ar putea sa devina poet, idealul si 
exemplul plenitudinii poetice. Dar este, in acelasi timp, nu poemul implinit, ci ceva mai misterior si mai exigent: 
originea poemului, punctul de sacrificiu ce nu mai este reconcilierea a doua domenii, abisul dumnezeului pierdut, 
urma infmita a absentei (...)” (Maurice Blanchot: 1980: 94 - Spatiul literal\ Bucuresti, Editura Univers, 1980). 

40 Muresan, Op. cit ., p. 183. 
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Tratand in profunzime acelasi volum, Dorin Stefanescu observa ca a scrie despre 
o poetica a urmei inseamna a merge in sens in vers, a retrasa urma, dar a o retrasa in 
memorie. A vorbi despre urma fiintei, in drumul ei spre neant, implied a trece prin 
originea sa. Aceasta refacere ideala a drumului reprezinta, in fapt, parcurgerea drumului 
catre originea fiintei, catre originea poeziei. Este o urma creata de poet care „poate 
intrezari Ordinea”. Limbajul poetic face posibila vederea acelui spatiu esential, unde 
ceea ce nu poate fi vazut aici se vede acolo: „In aceasta privinta, a vedea poetic 
inseamna a da corp invizibilului” 41 . Nepatrunsul se patrunde prin actul poetic, iar 
poezia lui Ion Muresan este o dovada incontestabila a sondarii insondabilului, a 
recuperarii «paradisului eidetic» si a recastigarii conditiei orfice de catre poetul 
vizionar. 

Coborarea in adancimile obscure ale tenebrelor preschimbate in «paradisuri 
eidetice» are ca finalitate revelarea esentelor, insa «imaginile eidetice» nu i se reveleaza 
ca atare si nu i se dezvaluie decat disimulandu-se in opera. Esentele raman inaccesibile 
experientei directe, iar sinele vizionar nu poate decat sa le confere o forma mediata de 
limbaj, o realitate mijlocita de opera. 42 

Faptul ca Orfeu a privit-o pe Euridice nu a fost o greseala, o simpla tentatie sau o 
medicare a cuvantului dat, ci o vina tragica, inceputul mitic al unei realitati profunde pe 
care a simtit-o omul inca din zorii fiintarii sale. Cand s-a indoit ca este urmat de 
Euridice, Orfeu si-a negat harul pe care il detinea, a renegat conditia de aed cu care a 
fost investit: depozitarul si mesagerul cunoasterii sacre, aflat in comuniune perfecta cu 
Zeul. intorcandu-si capul, el a renegat cuvantul menit sa „opreasca trecerea”, sa amane 
moartea, „sa integreze regnurile, sa restabileasca armonia dintre oameni si zei, dintre 
dictum et factum” 43 si si-a asumat conditia vesnicului cautator de absolut. Sublimul gest 
al lui Orfeu consta in cutezanta lui de a depasi limitele geniului artistic. Privirea in urma 
infringe un tabu si se dovedeste a fi un motor al constiintei artistice, un factor genetic 
al creatiilor originale, o evocare metaforica a virtutilor creatoare ale omului. Hybrisul 
sau nu este altceva decat fidelitatea fata de Euridice-poezia care ii aduce exemplarului 
erou tragicul sfarsit in lupta finalizata cu triumfirl Logosului si al Poeziei. 

Cartea pierduta (o poetica a urmei) este un autentic tratat de poetica a culturii 
care continua, in zilele noastre, proiectul blagian de poetica a culturii, fara sa aiba 
pretentia de a-si asuma acest demers. 


41 Boldea, Op. cit ., pp. 118-120. 

42 „Mitul grec spune: Nu poti sa faci o opera decat daca experienta nemasurata a profunzimii - experienta pe care 
grecii o recunosc necesara pentru opera, experienta in care opera isi indura propria-i nemasura - este facuta pentru 
ea insasi. Profunzimea nu se ofera pe fata, ea nu se reveleaza decat disimulandu-se in opera. Raspuns capital, 
inexorabil. Dar mitul arata totodata ca destinul lui Orfeu este si de a nu se supune acestei legi ultime; intorcandu- 
se catre Euridice, Orfeu distruge opera, opera pe data se desface, si Euridice se intoarce intuneric; esenta noptii, 
sub privirea lui se reveleaza ca lucru neesential. Astefl, el tradeaza opera, si pe Euridice, si noaptea. Dar si a nu 
se intoarce catre Euridice ar insemna a trada, a ft infidel fata de forta nemasurata si imprudenta a miscarii sale ce 
nu o vrea pe Euridice in adevarul ei diurn si in agrementul ei cotidian, ci o vrea in obscuritatea ei nocturna, in 
indepartarea ei, cu trupul ei inchis si chipul pecetluit, ce vrea sa o vada nu cand este vizibila, ci cand este invizibila, 
si nu ca intimitate a unei vieti familiare, ci ca stranietate a ceea ce exclude orice intimitate, ce vrea nu vrea nu sa 
o faca sa traiasca, ci sa aiba vie in ea plenitudinea mortii sale.” ’’(Blanchot: 1980: 109-110). 

43 Dan Laurentiu, Zodia leului, Bucuresti, Editura Cartea Romaneasca, 1978, p. 13. 
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IOANICHIE OLTEANU, ORIGINAL POET 


Delia Natalia Trif (Anca) 

PhD Student, ’’Petru Maior” University of Tirgu Mures 


Abstract: The former poem anthology is the Tower, which consist in evoching, in 
notation cotidianiste, state of loneliness of hi, who dreamed,, most impossible dreams ”. 

The most popular anthology of Ioanichie Olteanu are: Tower, Sunken ballad, Ballad 
husband cheating, Theologian shaft tree. 


Keywords: anthology, poems, dreams, Ioanichie, ballad. 


Poeziile lui Ioanichie Olteanu contin un plan banal, realist, comun, o explicate 
simpla, plata a intamplarilor si ea e de gasit mai ales la nivelul pornirilor umane 
elementare. 

O alta sursa de umor poetic, la Ioanichie Olteanu, sunt aluziile livresti. Cu 
uimitoare intuitie „anticipativa”, autorul, ca in viitor „post-modemii”, „citeaza” si 
scoate efecte bufe din plasarea in alt context a unor versuri faimoase, pe care o 
memorare cultivate i le furnizeaza. imbiindu-si consoarta cu bucuriile vietii 
gospodaresti bucolice „sotul inselat” pastiseaza lirica maritala argheziana ( Haide , 
Ingenunchiere, Mireasa, Casnicie, Dragoste) 1 , intr-o varianta gentry, ardeleneasca, nu 
fara corespunzatorul iz samanatorist („casa parintilor mei”, „mireasma sangelui greu 
din stramosi”, „coapsele june si robuste”, „leagan (...) de copii sanatosi”). 

Baladele lui Ioanichie Olteanu poarta si amprentele simpatiilor sale politice de 
stanga. „Filozofia” pragmatica, realista, cu picioarele pe pamant, din ele, tradeaza 
natura lor. Autorul le gaseste o justificare naturala in Floarea soareluir Acesta isi 
intoarce fata dupa astrul stralucitor de pe cer, dar „nu se misca din pamant.” 

E refrenul si „talcul” baladei, transportat de la exemplul botanic la planul social- 
politic. Oamenii simpli (fiindca, dupa autor, ei dau masura lucrurilor) isi vor intoarce 
fetele catre tot felul de corpi ceresti sclipitori, dar n-au sa paraseasca niciodata contactul 
lor profund cu solul. 


1 Tudor Arghezi: Carticica de seam, Cultura Nationala., Buc., 1935 

2 I. Olteanu: Floarea soarelui, in Lupta Ardealului, 1948 


1608 





DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


„Si bine vor face caci orice atom de tarana 
e mai hranitor si mai sigur 
decat lumina a o mie de plante ori stele, 
lata ce ne invata floarea soarelui 
care-si intoarce fata mereu dupa soare 
dar nu se misca din pamant.” 3 


Daca acest exemplu de neclintire din radacini, oricata mobilitate ar ingadui 
privirilor, era cu adevarat „pe linie”, la data cand comunistii preconizau tocmai 
schimbari radicale, ramane discutabil. Autorul il dadea insa neindoios spre a sluji noul 
regim. Angajarea politica sincera, din convingere, distinge asemenea compuneri de 
altele, conjuncturale, imprima poeziilor militante ale lui Ioanichie Olteanu o naturalete 
si o tresarire sociala autentica, a la Brecht, chiar daca semnatarul lor nu-i citise baladele 
pe atunci, cum e foarte probabil. 

„imi amintesc ca pe vremea cand eram dascal in satul meu-afirma, cu prilejul 
aceluiasi necrolog, Stefan Aug. Doinas - cautam in revistele vremii ca pe niste giuvaiere 
de pret, versurile lui, (Ioanichie Olteanu n. n.) care straluceau neverosimil in terna 
productie lirica a vremii.” 4 Nu sunt vorbe spuse din complezenta. lata o singura dovada, 
concludenta: la nationalizarea mijloacelor de productie, publicatiile s-au umplut de 
nenumarate poezii care salutau evenimentul. 

Ioanichie Olteanu manevreaza abil motivul folcloric, ca sa-i infuzeze ideea 
politica de actualitate. Moara refuza sa macine, fiindca a disparut domnul care venea 
cu o trasura sa o viziteze si ii vorbea „dulce”, pe cand acum de la mojicii, noii ei stapani, 
aude numai „ocari” si „sudalme”. Mesterul impleteste in descantecul sau plin de haz, 
rugamintile: 


,,-Hai, Dobranica, scoala si mana! 
invarte-ti maselele, hodoroaga batrana 
si macina bine orzul si graul. 

Au nu-ti bate lopetile raul?” 5 


3 Ibidem 

4 Stefan Aug. DoinaS: Amintirea lui Ioanichie..., op. cit. 

5 1. Olteanu: Descantec la o moara de apa, in Lupta Ardealului, 1948 
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in locul Moritat-elor, nu prea retinute sub forma scrisa de traditia culturala 
romaneasca, poetul foloseste „moara”. Ceva din umorul ei gros circula aici, ca si pe sub 
Patania teologului cu arborele. Dar Ioanichie Olteanu nu o adopta pur si simplu, in 
felul lui Cosbuc, ci o stilizeaza prin sublinieri ironice culte. 

A1 treilea baladist sibian a plecat singur de la Ion Budai Deleanu, utilizator 
savant al literaturii populare, ca anacreonticii Holty si Gleim. A cules unele sugestii din 
Flori de mucigai. 

A avut cumva si modele germane? Greu de crezut, desi anumite paralelisme intre 
Balada sotului inselat si Marianne intriga, iar la un om misterios precum Ioanichie 
Olteanu nici asemenea surprize nu sunt excluse. Oricum, autorul a deschis genului niste 
drumuri de certe perspective si e mare pacat ca s-a multumit doar sa schiteze, fara a 
persevera in a le urma. 

Prin poemele sale, Ioanichie Olteanu se dovedeste un demn reprezentant al 
orientarii poetice generate de Cercul literar de la Sibiu, prin recursul la specia literara a 
baladei. 

in Balada insucceselor, prozaismul ca si discursivitatea ating limita maxima. 
Poetul traieste, fonnal chiar, deplina constiinta a imposibilitatii sale de a se regasi si 
mantui poetic. De aici, tonul premeditat antiliric si de versificare antonpannesca. 
inceputul ne ofera de-a dreptul doua moralitati, sententios-constatative, ca si in ilustrul 
model: 


„Multe necazuri dau peste oameni in viata, 
indoieli, crize si boale, spaima si gheata.” 6 

Poetul isi exprima pesimismul si imposibilitatea implinirii idealurilor: 

„Zilele noastre sunt ravasite 

din belsug cu dezamagire stropite, chiar si placerile ne sunt otravite. 
lata de pilda eu, care nutream idealuri, 
ametit sunt si beat ca o barca pe valuri.” 7 

in dragoste, poetul se simte neimplinit, nimic nu-i „iese cu spor”, la fel si in 
poezie: 


6 I. Olteanu: Balada inecatilor , in Lumea , II, 1946, nr. 35, p.8 

7 Ibidem 
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„in nici o bransa nu-mi iese cu spor, 

nici in poezie si nici in amor, 

ca poet sute si mii ma hulesc, 

iar cei ce ma lauda cu atat se multumesc 

Si dragostea!...Fugii de un ingeras ce cu dor ma dorea si dadui peste o vicleana 

si rea, 

multe dureri imi vin de la ea.” 8 

In continuarea baladei, autorul accentueaza, cu aceeasi nota pesimista, faptul ca 
nici la capitolul lilosolic si politica nu se poate lauda cu mari realizari: 


„Cat despre fdosofie, ce as putea sa zic? 

Aici sunt inca un biet ucenic, 

au trecut ani multi si nu m-am ales cu nimic. 

E drept ca mintea nu prea mi-am tocit, 
studiul cu prudenta 1-am ocolit, 
marilor probleme le cautam dezlegare 
mai mult prin localuri cu pierzare- 
iata deci ca nu e de mirare. 

Ah! De multe afaceri ne-am agatat 
Chiar si in politica am intrat, 
dar nu ma pot fali cu vreun folos - 
si de nici toate, toate mi-au iesit pe dos.” 9 

Balada se incheie in aceeasi constiinta a imposibilitatii implinirii unui viitor 
stralucit: 


8 Ibidem 

9 Ibidem 
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„Asa stau lucrurile precum v-am spus, 
toti au ajuns unde si-au propus, 
fiecare isi are propriul sau oscior, 
numai eu am ramas inca un tanar de viitor, 
scolar la varsta cand trebuia sa scap, 

Abia acum vad ca n-am avut seama la cap. 

Poate ar fi timpul sa ma apuc [....] 10 De-as avea capital as face comert la taraba 
si tot as ajunge ceva mai onorat 
decat in mocirla in care ma zbat. 

Dar asa trebuie sa stau pe loc, 

ars de invidie si rusine ca de un foe, 

fara speranta de vindecare 

Si, hartuit de patimi si teluri contrare, 

si plang zi si noapte cu lacrimi amare.” * 11 

Originalitatea absoluta a baladei este data de tonul pesimist, autoplangerea, 
persiflarea si autopersiflarea. Prin Balada insucceselor autorul se autoridiculizeaza, 
face haz de necaz. in timp ce persoanele de seama lui au ajuns oameni cu situatie, el 
continua sa intruchipeze doar o speranta. Remarcabil, totusi, in acest poem este 
detasarea de sine, desentimentalizarea realizandu-se prin supralicitarea ei, prin 
exacerbarea autoironica a lamentatiei. 

O alta piesa, Balada lui Corbea, uneste retorica de plugusor cu cea baladesca, 
pentru a descrie un ospat cu sfarsit tragic. Balada poarta un motto care specified faptul 
ca ea este scrisa in stil popular, pentru a vedea ce pateste omul luptator cand nu este 
destul de vigilent si se lasa amagit de viclesugurile dusmanului. 

Balada incepe intr-un ton optimist, primavara Hind anotimpul renasterii, 
comuniunea om-natura find evidenta, la fel ca in poeziile lui Alecsandri. 

Totul este in continua miscare, predomina jovialitatea, dinamismul: 


„Iata” vine primavara, 
navalind in toata tara, 

10 Ibidem 

11 Ibidem 
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si la sat si la oras, 
si-n ogor si pe imas. 

(...) De-acum pluguri pe ogoare! 

De-acum pasari cantatoare! 

Raze vesele de soare, 

flori frumos mirositoare, frumuseti desfatatoare!” 12 

In alt plan narativ este prevazut personajul Corbea, pregatit de lupta: 

„ia-n faced ruga de-apoi 
si fiti gata de razboi” 13 

Spre finalul baladei este prezentat tabloul in care Corbea se lasa amagit de 
viclenia dusmanului, iar in final este omorat, devenind victima propriului sau destin. 

Finalul baladei poate fi considerat o interogatie retorica: 

„Corbe, cine te-a-ndemnat 
sa stai cu domnii la sfat,... 14 


Inspirandu-se din folclor nu se putea ca Ioanichie Olteanu sa nu preia mijloace 
de expresie. A facut-o cu excelent rezultat, adaptand mimetic clisee ale oratiei populare, 
fara a leza prea tare natura poeticului. 

Apogeul lirismului de climat rural patriarhal e atins prin poemul Bucolica, o 
idila sui- generis, comparabila cu aceea din citatul Georgicon calinescian, atat prin 
modalitatea insidioasa a poetizarii, cat si prin valoare: 


„Nu-i departe vremea, unui departe 
cand coliba mea cea dintre vii,/ 
inecata-n colburi vechi de moarte, 


12 I. Olteanu, Balada lui Corbea, in Turnul Si alte poeme, Cluj-Napoca, Editura Eikon, 2012 

13 Ibidem 

14 Ibidem 
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o voi renova din temelii. 

Trestii verzi si papura din balta 

am s-aduc in spate pe furis... 

si, carpind cu ele laolalta, voi dura un nou acoperis. 

Am sa rog pe mama sa lipeasca 

cu lut proaspat zidul si pe jos, 

vreau de-acum nimic sa nu lipseasca 

si nimic sa fie de prisos.” 15 


Retraita nostalgic, Bucolica constituie intoarcerea spre un eros originar, pur si 
armonios, vadind o viguroasa vitalitate. 

Spre deosebire de I. Negoitescu, intrezarim nu atat „ritmuri de nostalgica tenta 
stanciana, si «vederile» lui Cosbuc intre poezie (ca forma a pastisei, bineinteles)”, 
cat acea tonalitate inconfundabil eseniana ce il vesteste pe viitorul traducator al 
Ceaslovului satelor” 16 . 

Sursa profunda a acestor versuri e tocmai vitalismul, fie si nostalgic, al celui 
pentru care „vesnicia s-a nascut la sat si pentru care natura e inca matca a genezei 
perpetue. 


The research presented in this paper was supported by the European Social 
Fund under the responsibility of the Managing Authority for the Sectoral 
Operational Programme for Human Resources Development, as part of the grant 
POSDRU/159/1.5/S/133652. 
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EXPLORING MARGARET ATWOOD’S MADDADDAM AND SUZANNE 
COLLINGS’S THE HUNGER GAMES AS CRITICAL UTOPIAS 


Adelia Livia Catana 
PhD, University of Bucharest 


Abstract: Recent transformations of perception within the Utopian fiction determined 
theoreticians such as Lyman Tower Sargent to introduce a third major type of utopia, 
namely critical utopia. This reunites some of the characteristics presented by eutopia 
as well as dystopia, bringing forward a society which can be good but also bad, which 
offers advantages but also disadvantages. Critical utopias expose the limitations of the 
Utopian tradition and the fact that perceiving a place as being positive or negative is 
not sufficient. Nowadays writers and readers need to bring together the polar opposites 
and pay particular attention to the dynamic process by which a society collapses under 
its own weight and flaws while hoping to be reborn from its own ashes. Starting from 
these premises, this article focuses on two recently published trilogies which have a 
huge impact on the young readership - Margaret Atwood’s MaddAddam and Suzanne 
Collins ’.s' The Hunger Games - and defines them as critical utopias. It underlines the 
fact that both works prove to be something more than they are generally expected, 
precisely because of the time and great effort invested in the construction of two near 
future American societies. They encompass the longing for perfection as well as the 
seeds of disaster. In the end, this article invites the reader to meditate upon a series of 
contemporary problems and acknowledge the various ways in which Atwood and 
Collins processed and translated them into literature. 

Keywords: critical utopia, narrative structure, dynamic alternative, difference, 
prediction 


Margaret Atwood’s MaddAddam and Suzanne Collin’s The Hunger Games are 
two recently published trilogies with a huge impact on young readership. World-wide 
acclaimed these books have been classified in various ways - ‘science fiction’, 
‘speculative fiction’ or ‘young adult fiction’- though none of these labels seems to be 
appropriate. Nevertheless, such terms proved to be very slippery themselves, too 
narrow or reductionist and even discriminative. Therefore, the best way to explore these 
trilogies is by studying them in the light of the scholarship on utopian fiction; an attempt 
which proves to be really chalenging. Exposing the fouls of the socio-politic and 
economic mechanisms, satirizing behaviours, speculating upon numerous 
contemporary fears and predicting apocalyptic changes, MaddAddam and The Hunger 
Games are usually called ‘dystopias’. However, we cannot stop wonder whether these 
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novels can really be seen as ‘dystopias’. Are they similar to George Orwell’s 1984 
(1948) or William Golding’s Lord of the Flies (1954) or they tend to be something else? 

Less of a theoretician and more of a practitioner, Suzanne Collins accepts the 
label of ‘dystopia’ for her books without questioning it. Moreover, in a 2010 interview, 
she claims that dystopian stories offer her a great advantage as a writer because they 
are “places where you can play out the scenarios in your head- your anxieties- and see 
what might come of them” and help her influence readers hopefully in a positive way, 
making them “head things off’(Perlmutter 2). Margaret Atwood, on the other hand, is 
more sceptical regarding this term. She argues in her 201 lnon-fictional work, titled In 
Other Worlds, that MaddAddam depicts a society which is simultaneously good and 
bad, bringing advantages as well as disadvantages. Thus, she pleads for the use of a 
new term-‘ustopia’, a combination of ‘utopia’ and ‘dystopia’ (66). Although we 
acknowledge Atwood’s invention-‘ustopia’- and salute its simplicity and ingenuity, 
we stress that it does nothing more but replace an already consecrated one, namely 
‘critical utopia’. 

Researchers generally agree that Utopian fiction was born in 1516 together with 
the publication of Sir Thomas More’s book, Utopia. However, it did not receive 
academic attention until the 1960s when the Association for Utopian Studies brought it 
into the spot light. In his study on Utopianism , Lyman Tower Sargent proposes a 
classification of the utopian works. According to him, utopia is “a nonexistent society 
described in considerable detail and located in time and space” (188). He stresses the 
fictional character of the society and the effort invested in elaborating its socio-cultural 
system as well as locating it within a certain historical and geographical context. 
Function of the connection between the author’s vision and the principles of his real 
society, Sargent develops a typology containing “the three faces” of the Utopian 
narrative form. The first one is “eutopia” or “positive utopia”. Its name is derived from 
the Greek sh (‘good’ or ‘well’) and touch; (‘place’), means ‘good place’ or a ‘place 
(where all is) well’ (Cuddon 750). Due to homophony, ‘eutopia’ has usually been 
confused with ‘utopia’ which erroneously replaced it in the general consciousness 1 . 
Eutopia is defined by Sargent as “a nonexistent society described in considerable detail 
and located in time and space that the author intended a contemporaneous reader to 
view as considerably better than the society in which that reader lived” (188). Such a 
society is idealistic and programed to eliminate all inequalities and sufferings. The 
reverse of‘eutopia’ is called ‘dystopia or ‘negative utopia’. The term ‘dystopia’ (from 
Greek 6na- and zojioq) means “bad, abnormal, diseased” and was firstly used by John 
Stuart Mill in one of his parliamentary speeches from 1868 with the meaning ‘too bad 
to be practicable’(Milner 827). As a literary form, dystopia emerged during the last 
century. This is a “a nonexistent society described in considerable detail and located in 
time and space that the author intended a contemporaneous reader to view as 
considerably worse than the society in which that reader lived” (188). Such a society is 
characterized by tyranny, oppression of all kinds, suffering and alienation. Eutopia and 


1. The inventor of these terms, Thomas Moore, himself, emphasized the distinction between ‘utopia’ and 
‘eutopia’. He chose to name his imaginary island Utopia (a ‘non-place’) although the good society 
existing there could have also been called ‘eutopia’. 
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dystopia do not find themselves in an antagonist relation; each one contains the seeds 
of the other. The third category in Sargent’s typology is a hybrid utopia, known as 
“critical utopia,” which should be perceived as “better than contemporary society but 
with difficult problems that the described society may or may not be able to solve and 
which takes a critical view of the Utopian genre” (188). Critical utopias reunites some 
of the characteristics presented by eutopia as well as dystopia, bringing forward a 
society which can be good but also bad, which offers advantages but also disadvantages. 
Differentiating critical utopias from other utopian works is quite difficult however, Tom 
Moylan highlights a few points that can be taken into account. First of all, these texts 
reject “Utopian as a blueprint while preserving it as a dream” (Moylan, Dl 10). This 
means that although the idea of a better society is dismissed as unrealistic, there still 
remains an impulse or a longing for it. Secondly, critical utopias “dwell on the conflict 
between the original world and the Utopian society opposed to it so that the process of 
social change is more directly articulated” (Moylan, SUS 11). The fictional world 
described is in conflict with that of the author’s as it exposes the ways in which society 
changes and draws attention to the fact that problems can get bigger just like a snowball 
falling down the hill. Finally, critical utopias focus on “the continuing presence of 
difference and imperfection within Utopian society itself and thus render a more 
recognizable and dynamic alternative” (Moylan, SUS 11). In other words, while the 
“imperfection” of society is accepted as a state of fact, there is also a pressure for 
making a “difference”, a change which does not guarantee that things will be better or 
worse but which will mark social evolution. Critical utopias expose the limitations of 
the Utopian tradition and the fact that perceiving a place as being positive or negative 
is not sufficient. They bring together the polar opposites and pay a particular attention 
to the dynamic process by which a society collapses under its own weight and flaws 
while hoping to be reborn from its own ashes. They make the reader acknowledge the 
difference and imperfection of this world, by presenting a sequence of images. These 
can reflect the same place before and after a major event (a war, revolution, pandemic, 
apocalypse etc) or compare it with others. All good or virtuous things have their level 
of evil and viciousness, and vice versa. 

MaddAddam and The Hunger Games are actually a combination of‘utopia’ 
and ‘dystopia’. They pack in both the image of a perfect society and its opposite, and 
we consider that a proper term to define them is ‘critical utopia’ or as Atwood says 
‘ustopia’ (OW 86). The societies described in great detail by Margaret Atwood and 
Suzanne Collins, are characterised by veracity- a trait inherited from Sir Thomas 
More’s ‘Utopia’. However, they are not hidden or u nkn own but set in a familiar space, 
right within the former borders of the United States. Atwood keeps her country 
officially unnamed but offers plenty of clues, which indicate that this is actually a 
futuristic version of America. There are mentioned different places such as Dallas, 
Seattle, New New York, Texas, California, San Francisco and there are made numerous 
allusions to the American lifestyle, corporations and products. On the other hand, in 
Collins’s trilogy, Katniss, the main character, says right from the beginning that her 
country “rose up out of the ashes of a place that was once called North America” 
(Collins HG 16). Additionally, she and talks about geographical regions such as the 
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Appalachian or the Rocky Mountains and her descriptions of the Districts make the 
readers think of different American places such as New York or Texas. Unlike Atwood, 
Collins gives her country an official name: Panem (Lat. “bread”). Obviously, this is a 
reference to the cynical political phrase “panem et circenses” (or “bread and games”) 
that defined the ways in which the Roman emperors kept the masses content. Here, 
however, just like in MaddAddam, only the rich can enjoy comfort and entertainment, 
while the poor one being condemned to starvation and terrible punishments. 

What motivated these two authors to choose such a setting? In Suzanne Collins’s 
case, such an option does not really intrigue the reader. She is after all an American 
writer and she might have done that not necessarily out of an American impulse towards 
egocentricity (as some voice would say) but in order to offer her work a certain degree 
of authenticity. Additionally, she can provide an inside version of the problems 
Americans have to face nowadays: 

issues like the vast discrepancy of wealth, the power of television and how it's 
used to influence our lives, the possibility that the government could use hunger as a 
weapon, and then first and foremost (...) the issue of war. (Hudson 2) 

Margaret Atwood’s decision, on the other hand, requires a more detailed 
explanation. Being a Canadian writer in search of her national identity and literary 
tradition, Atwood, just like other fellow authors, felt the need to explore her powerful 
neighbour, probably in an effort of ‘knowing yourself by knowing the others’. When 
she chose the United States as a setting for the fanatic Republic of Gilead depicted in 
The Handmaid ’s Tale (1985), she motivated her gesture as follows: “The States are 
more extreme in everything [and] everyone watches the States to see what the country 
is doing and might be doing ten or fifteen years from now” (qted in Bloom, 14). 
Atwood’s reasons for choosing again the United States as a setting, can be discovered 
in A Letter to America published in “The Globe and Mail” on March 28, 2003 - the 
same year Oryx and Crake came out. The author was deeply aware of the fact that the 
collapse of the Unite States could trigger a terrifying domino effect: “We kn ow 
perfectly well that if you [America] go down the plug-hole, we’re going with you” 
(Atwood LA 3). 

It is also important to underline the fact that the societies depicted by 
MaddAddam and The Hunger Games are set in “a future” that is very close and could 
be seen, according to Le Guin, as “half prediction and half satire” ( qtd in Atwood OW 
14). We stress “a future” rather than “the future”, because just as Atwood claims: “the 
future is an unknown: from the moment now, an infinite number of roads lead away to 
«the future», each heading in a different direction” (Atwood OW 14). Both authors 
claim that their choice for “a future” and not “the past” or another temporal dimension 
is motivated by their intention to explore numerous contemporary fears and show their 
catastrophic results. By doing so, the authors can sound a warning signal and hope that 
young readers “with the possibilities of the future waiting for [them], [might be] 
thinking about how to head these things” (Perlmutter 2). 
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The trilogies begin in medias res, the protagonists suffering because of the 
societies they are part of. In first novel of the MaddAcldam trilogy, Oryx and Crake, 
Jimmy (alias Snowman) wakes up in a post-apocalyptic world, where the human race 
has been nearly erased by a lab-created pandemic and replaced by a genetically 
engineered species of humanoids, called Crakers. He is delusional and wanders among 
the ruins of the “world before the chaos” in search for food and booze. At the same 
time, in the Year of die Flood, Toby begins her day barricaded within a luxury spa 
where she has begun to grow a garden while her friend, Ren, trapped in the cubicle of 
a sex club facing an imminent asphyxiation. Finally, the last protagonist of the trilogy, 
Zeb, stays in hiding with some of the followers of the God’s Gardeners, a veg cult, led 
by his brother, Adam One. Together they try to ensure their survival. At this point, the 
characters find themselves right in the middle of the action. On one hand, they offer 
information about their lives before the apocalypse and try to come to peace with their 
recollections and on the other hand they to cope up with the new events that are taking 
place. 

In The Hunger Games, the protagonist-narrator, Katniss wakes up on the day of 
the reaping when Panem is preparing for the annual Hunger Games. This is a terrifying 
reality show where twenty four boys and girls raffled from the Districts have to hunt 
and kill each other. Just like the characters from MaddAddam, Katniss is also in the 
middle of the action. She oscillates between her earlier years spent in District 12 and 
the terrible events she had to go through, such as her father’s death and starvation, and 
the present when she volunteers for the Hunger Games in order to take her sister’s place. 

The societies from MaddAddam and The Hunger Games present numerous 
similarities: economic discrepancy, social segregation, increased security measures, 
abusive policies, aggressive media, violence, terror. However, we do not find here the 
same nightmarish atmosphere from Orwell’s 1984, for instance. These societies are not 
100% good or bad. At first glance, the Compounds and the Capitol may seem perfect 
places, real e/utopias while the Pleeblands and the Districts look terrifying, like a 
dystopia. Very soon, however, they prove to be complex and come with disadvantages 
as well as advantages just like those in real life. 

The trilogies also follow up to a certain point the traditional narrative structure 
of the utopian texts and the protagonists travel around their countries presenting them 
to the readers. In MaddAddam, the Compounds and the Pleeblands are presented in 
great detail through retrospection and various perspectives. As usually happens in 
utopian works, characters have the chance to travel and compare places, offering 
important details and gradually constructing a clearer image of the things happening 
there. Oryx and Crake, is for instance, mostly dedicated to the exploration of the 
Compounds. This goal is reached following Snowman’s flashbacks of a time when he 
was called Jimmy or Trikey accompanied by the explanations of an omniscient narrator. 
Growing up as a Compound brat, the protagonist reveals these places from a relatively 
advantageous position, taking everything for granted. In the second novel, The Year of 
die Flood, the description of the Compounds continues to be developed by Ren, a girl 
bom there but raised in the Pleeblands among the members of the veg cult, named God’s 
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Gardeners. Forced to go back to her previous life she finds the Compounds totally 
different than she expected them to be. Toby, also known as Eve Six, another 
protagonist of these novels, depicts the rich people and their habits while running the 
beauty salon, AnooYoo. Finally, the most intriguing discoveries involving the 
Compounds are made by Zeb in the last novel of the trilogy, MaddAddam. Working 
undercover, he digs out the weaknesses of their security systems, the dirty jobs of their 
highly important members and “robinhoods” precious information. Atwood’s multiple 
perspective presentation of the Compounds offers the reader a complex image of these 
places; one which goes beyond their polished surface and exposes their inner cracks. 
Moreover, this narrative strategy proves that there is no single truth and that only by 
juxtaposing various opinions, the reader can get an elaborate and clearer understanding 
of the United States but also of the contemporary society as a whole. 

In Suzanne Collins’s The Hunger Games, the equivalents of the Compounds and 
the Pleeblands- the Capitol and the Districts- are presented only from the protagonist- 
narrator’s perspective, Katniss, and consequently, all the details provided seem to be 
limited and subjective. As a tribute and later as a victor, Katniss, a teenage girl from 
District Twelve, is offered a tour of the country. On this occasion, she can take in a few 
aspects regarding the Capitol and all the other Districts, meet people and find out new 
information. However, she spends a lot of time comparing the things she encounters 
with those back home and this makes her too emotionally involved, critical and perhaps 
unreliable. 

In The Hunger Games, the Capitol is the only major city in Panem and the power 
centre of its tyrannical government. From here, President Coriolanus Snow, a man who 
“goes beyond the obvious banality of an assumed human wickedness”, rules the nation's 
twelve Districts with an iron fist (Arendt 125). Just like the Compounds, this is a 
confined place. However, instead of the high fortified walls with barbed wire, the 
Capitol is surrounded by a natural barrier, represented by the Rocky Mountains. This 
location makes it almost impenetrable and allows it to send planes and bombardiers 
targeting the Districts in case of war. 

Going inside and outside the Capitol is also forbidden except for “officially 
sanctioned duties” (Collins HG 39). Based on special permits, officials from the centre, 
tributes or victors can travel by fancy high-speed trains that average 250 miles per hour 
and take their “breath away” (Collins HG 39). Security is maintained by the 
Peacekeepers (a sort of CorpSeCorps) who are well-trained soldiers mostly recruited 
from District 2 but also from the Capitol. Their presence seems not that intrusive here 
as in the Districts but inhabitants are constantly monitored through hidden cameras or 
microphones. Inside, the Capitol shares the splendour of the Compounds and astonishes 
its visitors with its grandeur. Katniss feels overwhelmed by the unexpected 
“magnificence of the glistening buildings in a rainbow of hues that tower into the air, 
the shiny cars that roll down the wide paved streets” and “the oddly dressed people with 
bizarre hair and painted faces who have never missed a meal” (Collins HG 57). It is, 
however, important to underline that Katniss is astonished by the things she sees here 
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as well as intrigued or outraged by the things she sees here especially because she keeps 
comparing them with her precarious conditions back home. 

Capitol citizens, just like the Compounders, do enjoy luxury and an extravagant 
life but on a closer look their life style is not that lavish as Katniss imagines. Likewise, 
people here can enjoy all that they have as long as they obey their dictator. Getting to 
know the Capitol better, Katniss alternates between hate, excitement, fear but also pity 
and remorse. Just like Jimmy from Atwood’s MaddAddam, Katniss enters the Capitol 
having numerous stereotypes regarding its inhabitants. For her, these people have 
bizarre looks and an affected accent. They are ignorant, snobbish, heartless and 
dangerous. Soon, after she gets to know them better she gets to admire people like 
Cinna, pity her Prep-team and most importantly discovers them in a new light realizing 
that the things she knew about them were not exactly true. These reverse images show 
that “the culture of classism” functions in both directions; the rich being also looked 
down upon by the poor (Lewis xxxix). 

The Capitol shelters two places of great importance which require a special 
attention: The President's mansion, also known as the Presidential Palace, and the arena 
of the annual Hunger Games. Both of them appear along the three novels and can be 
seen as symbols of power. The first one, found in the City Circle, is by tradition, the 
home residence of the ruler of Panem. The mansion is impressive due to its size, luxury 
and devices meant to discourage intruders. Its role is not only to impress visitors with 
its “forty-foot ceiling has been transformed into the night sky,” floating musicians and 
lavishing banquets (Collins CF 74),but also to raise President Snow to the status of a 
god. Consequently, we can speculate upon this and claim that his place can very well 
resemble the temple of Jupiter on Capitoline hill or even that of Zeus’s home on the 
legendary Mount Olympus. The second location, on the other hand, is represented by 
the arena where the annual Hunger Games take place. Similar to the Roman 
amphitheatres which used to host gladiator fights, this construction reveals a 
combination of sophisticated technology, media strategies and a terrifying design. The 
Gamemakers transform it every year, building inside of it everything from a scorched 
desert, a frozen wasteland, a flooded area, to an open meadow or a tropical forest. Filled 
with traps, this is a place where children from the Districts have to hunt and kill each 
other during a televised competition meant to entertain the Capitol residents and punish 
the Districts. 

The Presidential Palace and the Arena remind the reader again of the Latin 
dictum “panem et circenses” and reflect the power that the Capitol exercises over the 
citizens. It is interesting to note, however, that while they seem to offer a bountiful feast 
and an exciting form of entertainment for the privileged Capitol people, they in fact 
shelter a form of persecution for those living in the Districts who suffer from starvation 
and see their children being killed. 

The Districts represent the Pleeblands of The Hunger Games. Numbered from 
one to twelve (or thirteenth before the Dark Days, a revolution which led to the 
readjustment of the country) these places are strictly divided and constantly monitored 
and terrorized by the Capitol. 
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Living in District 12, Katniss can provide a detailed and clear image of the place 
and its inner hierarchy: the poor miners live in dusty Seam, the merchants live in a 
better looking area and the winners of the Hunger Games move in a privileged part of 
the district, called the Victors' Village. 

All Districts seem to be organized following the same pattern but as Katniss 
later discovers things are not really as she expects them to be. As a victor, she is offered 
a tour of the other Districts and the chance to compare them. Just like in MaddAddam, 
the Districts from The Hunger Games differ in organization and life style some of them 
being more privileged than others. Likewise, some of them are considered to be much 
more rebellious and thus submitted to more stringent security measures, while others 
appear to be loyal and much more laxly watched. However, none of the Districts can 
match the Capitol and only together can they oppose a certain resistance as had 
happened back in the Dark Days. Thus, interaction between these places is strictly 
forbidden. Unlike the Pleeblands which seemed to be “boundless” and “wide-open” 
(Atwood, OC 194), the Districts are surrounded by twenty-foot high electric fences. No 
one can leave them unless they are chosen as victors or they are working as officials 
representing the Capitol. Likewise, information is censured and the security forces, that 
is the Peacekeepers, constantly monitore and terrorize people. 

Apart from the twelve Districts which surround the Capitol and are part of 
Panem, there is also a thirteenth one, which after the rebellion of the Dark Days was 
considered to be destroyed. However, this place, which mastered nuclear power and 
was the only one which could measure up to the Capitol, accepted to sign a treaty and 
to play dead while gaining its independence. In the last novel of the trilogy, Mockingjay, 
Katniss is kidnaped by a hovercraft and brought to District 13, where she is asked to 
play the leading role in a new rebellion against the Capitol. 

As its surface was bombarded by the Capitol, during the Dark Days, District 13 
has become an underground, self-reliant state. Designed to resist nuclear attacks, 
District 13 looks like a huge bunker with grey corridors and specially assigned cubicles 
for each family. While living in this district, Katniss claims that: “Something feels very 
wrong down here. It’s more than the reinforced elevator, or the claustrophobia of being 
so far underground, or the caustic smell of antiseptic” (Collins, MJ 43). Life in District 
13 is not that great as some of the refugees arriving there would have expected it to be. 
Though people have a clean shelter and are fed three times a day the control they are 
submitted to is more rigorous than that of the Capitol. In this sense, Katniss, who even 
begins to hate this place, confesses: “We know how to be hungry, but not how to be 
told how to handle what provisions we have. In some ways, District 13 is even more 
controlling than the Capitol” (Collins, MJ 43). 

The protagonist of The Hunger Games finds out, just like those from 
MaddAddam , that each of the places she visits has its positive but also its negative sides. 
Institutions and power mechanisms can dominate their lives but it is still their choice if 
they want to continue or change their present situation. 
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The ending of both Atwood’s and Collins’s trilogies is also significant for our 
analysis. After a lab-created pandemic and a terrifying war which almost wipe out the 
population, the survivors struggle to reconstruct their world but the ending is neither a 
happy nor a sad one. In the first trilogy, the characters celebrate the birth of four new 
children but also mourn the loss of some of their dear friends, Zeb and Toby, and 
experience the threat of a new danger. More importantly, they write down their life 
stories and record the events they go through in an attempt to teach future generations 
about the “chaos” they have been through. Similarly, in the second one, a new President 
comes to power and Panem enjoys a peaceful time, people trying to rectify things. 
Katniss and her friends try to recover from the trauma and begin a new life, building 
houses, getting married and having children. Moreover, just like the characters from 
MaddAddam, they begin working on a book which contains the history of Panem as 
well as their personal memories. This way they can caution the new generations not to 
repeat the mistakes of the past. The final situation of the protagonists has definitely 
improved and yet, just like in real life no one knows for sure what is going to happen 
next. Things get worse but not hopeless. In short, both trilogies end up with a message 
or moral- change becoming the key word here. 

Taking all into account, we conclude that MaddAddam and The Hunger Games 
cannot be seen as typical utopian works. They are not eutopias or dystopias, white and 
black but shades of grey. The societies depicted by them are not intended to be perfect 
as happened with Sir Thomas More’s Utopia or Jonathan Swift’s Houyhnhnms’ land 
in Gulliver’s Travels and do not preserve the same nightmarish atmosphere as in George 
Orwell’s 1984 either. This makes them special and therefore suitable for a new 
category, namely ‘critical utopia’ or as Atwood says, ‘ustopia’. 
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UNDERSTANDING METAPHORS IN CHILDREN’S LITERATURE 

Maria Elena Gherdan 
Assist. Prof., PhD, University of Oradea 

Abstract: The paper will attempt to explore the process of decoding figurative language, 
seeking to shed some light on how children make sense of the metaphors that appear in different 
texts. Being at the root of creativity, metaphors are pervasive books for children, proving to be 
an essential aspect of cognition. Yet, many metaphors need specific strategies in understanding 
their meaning, and hence reduce the possibility of misunderstanding. 

Key words: metaphor, children literature, cognition 


Many words have both literal and metaphorical meanings, the literal or most basic sense 
being often rather different from the metaphorical one, the latter being used to refer to 
something else. Thousands of words are used metaphorically around us, not just in literary or 
poetic works, but also in everyday language. It is interesting to note that the metaphorical 
meanings of some words are so common in everyday interactions that most speakers no longer 
think of the literal sense of the word when it is used metaphorically. For instance, many words 
which refer to the concept ‘health’ are used metaphorically. Literally, health in relation to a 
human being means that someone is physically fit, and that they are not ill or likely to become 
ill. But, when the term is used metaphorically it may be related to the financial status of an 
organization, company or individual (health of the company, healthy bank account, healthy 
growth/profit)' 

Metaphors are defined as a figure of speech that relates two disparate words or larger 
sentence elements to each other in terms of a similarity dimension or analogical relationship 
(cf. Aristotle, 1951). Traditionally, aspects of figurativeness - including idiomaticity and 
metaphor - have been associated with (and often restricted to) the study of literature. But as 
Lakoff and Johnson pointed out in their seminar work Metaphors We Live By (1980), the use 
of metaphor is not restricted to this kind of language, as people construct meaning in everyday 
interactions by using metaphors, conceptualising one reality in terms of another. They have 
discovered linguistics evidence that ‘metaphor is pervasive in everyday language and thought’ 
influencing the way people speak and think. 

Cameron and Low (1999) also view metaphor more than a poetic device, as ‘it is 
pervasive throughout everyday language [...] structuring not only how we talk, but also how 
we think and act; metaphor is thus a matter of mind” (Cameron & Low 1999: 78) They analyse 
metaphors from a linguistic, conceptual and communicative point of view. Furthermore, 
metaphor is seen not an occasional foray into the world of figurative language, but the 


1 Collins Cobuild, English guides 7: Metaphor, London, 1995, p. 18 
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fundamental basis for everyday cognition. In all aspects of life,... we define our reality in terms 
of metaphors and then proceed to act on the basis of the metaphors. We draw inferences, set 
goals, make commitments, and execute plans, all on the basis of how we in part structure our 
experience, consciously and unconsciously, by means of metaphor. (Lakoff & Johnson, 
1980:158) 

The power of a metaphor lies in the meaning it can create, which happens inside one’s 
mind, being thus an individual experience. Since the basis of the similarity or analogy to which 
attention is called by the metaphor is not usually noticed, some tension is created in the 
comprehender of the metaphor who is forced to initiate a basis for relationship. Nevertheless, 
the commonality of words means that the well-understood meaning of one world can be 
associated with a concept that is less familiar in meaning or where new meaning needs to be 
created. Though metaphors are representations, in that they represent an idea, they are not the 
idea in itself. 

In deciphering meaning of knew conceptual knowledge, metaphors are considered to 
‘bridge the gap’ between the familiar and the as yet unfamiliar - a foundational principle of 
learning, a strategy valid for accessing not only literal but also scientific knowledge. 2 

For learners of a foreign language the ability to understand figurative language seems 
difficult from the perspectives of both comprehension and production, being considered almost 
exclusively characteristic of advanced learners, thus only more competent users of the foreign 
language can fully understand figurative language. Examples of idiomatic phrases are 
sometimes included in low lever course-books, only to be presented as exceptions to rules, in 
the form of phrases to be learned by heart, or fixed expressions which fit specific contexts. It 
is customary that ‘intensive work on the figurative use of language is left to courses on 
literature, and metaphor especially is tackled through the presentation of literary texts’ 
(Ponterotto, 1994). It becomes clear that such standard approaches to language learning and 
meaning which consider figurative language peripheral and deviant phenomenon, governed by 
other rules, different from those that apply to literal language (Levorato&Cacciari, 1995) do 
not benefit the learner at all in decoding figurative levels of language that are far less 
distinguishable than previously thought.(Ortony, 1979). 

How do then children - younger learners of a foreign language - acquire competence 
in the area of figurative language and make sense of idiomatic expressions, metaphors and the 
like? It has been said the humans frame the new knowledge within a familiar landscape, relating 
thus the novel knowledge to the something more familiar which constitutes the foundational 
characteristic of learning, building on already acquired knowledge. 

Many aspects of figurative language seem to present difficulty for learners, as the 
mechanisms of decoding the message and grasp its meaning are considered characteristics of 
advanced stages of language competence. Though some standard approaches to language and 
meaning consider figurative language a sort of deviation from the rules that apply to literal 
language, recently some studies investigated the way in which children acquire idioms 
(Cacciari&Levorato, 1989, Gibbs, 1991) and how they make sense of nonliteral meaning of 
expressions (Ackerman, 1982, Prinz, 1983). The findings show that figurative language 

2 See Cameron’s (2002) example of ‘ozon layer’ 
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acquisition follows the same pattern(s) required for literal language as “literal and figurative 
language not only coexist in discourse, but, more than an all-or-none phenomenon, can be 
considered as endpoints of a continuum that includes polysemy, indirect speech acts, novel 
compounds, and so fourth” (Levorato&Cacciari, 1995). Moreover, studies carried out with 
young learners of English as a foreign language (Piquer-Piriz, 2008, 2010) have pointed out 
that children are able to think about foreign language forms metaphorically from an early age, 
which provides learners with an opportunity to expand the semantic possibilities of the familiar 
words, as applied cognitive linguists have proposed in relation to older learners (Boers & 
Lindstromberg 2008). 

Accepting the above premises, that is, if we admit that figurativeness is a common place 
in language, then children’s natural ability in what concerns metaphorical reasoning could be 
exploited in the foreign language classroom to help young learners expand their linguistic 
knowledge. Metaphors and idioms should not be postponed or reserved for later stages of 
learning a language, but be integrated into the course from the very beginning as figurative 
reasoning and language use are continua in a person’s life (Piquer Phiz, 2011), and, in early 
stages, may be instrumental in developing children’s linguistic system (Clark, 1993). 

Context facilitates the interpretation of figurative expressions, providing the semantic 
information necessary to comprehend the figurative sense appropriate to the situation. Johnson 
(2006) suggests that discussing, for instance, idioms in the context of what they read allows 
English language learners to use the context of the whole story to support the meaning of the 
phrase. In this line, Amelia Bedelia books are excellent examples of texts to be used with 
children learning English as a foreign language, as these books contain many examples of 
figurative and literal meaning. 

Amelia Bedelia - a literal, now iconic, book character - is a childish maid, hired by 
Rogers family. She is given a list of chores to do which she interprets literally, not 
understanding the vernacular used by the Rogers. Thus, she "dresses the chicken" in tiny 
clothes, "drawing the drapes" on a piece of paper, dusts the furniture (instead of un-dusting it), 
and "puts the lights out" by hanging them on the clothesline, among other things. Besides the 
fact that Amelia Bedelia’s blunders are good examples for young students who can successfully 
interpret the figurative meaning behind most idioms, by realising that sometimes words might 
have double meaning, they also represent authentic idiomatic language (e.g to keep an eye on 
the cat). The books contain sketchy illustrations to help readers in better understanding the 
puns, the dual meanings of words, and how misinterpretations of intended meaning can create 
conflict. Classroom activities based on such readers are seen to extend learners’ awareness not 
only in grammar or vocabulary, but also in more problematic areas of linguistics as they target 
competence in semantics and pragmatics. Giambo and Szecsi (2006) suggest that language 
teachers can create a linguistic centres where students practice identifying and categorizing 
homophones and homographs with the illustrations from the Amelia Bedelia books. The Amelia 
Bedelia books represent authentic materials to teach young learners the vocabulary, figurative 
language, idioms and metaphors because the language used in these materials attach new 
meanings to the words and put them in context, where the character, Amelia Bedelia does not. 
Exposing learners from an early age to figurative forms will foster creativity and will enrich 


1629 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


their expression of meanings, while they will be able to transfer some competence with 
metaphor, mostly in comprehension where conceptual metaphors may work across languages. 

Being aware that the essence of language lies not only in form or structure as 
emphasized by old style grammarians, but also in language use as proposed by semantics and 
pragmatics, teachers can help the learners in understanding of how the meaning is constructed, 
to decipher the idiomaticity and metaphoricity of language. It is thus possible that metaphoric 
processes that function quite early in the child’s life contribute to learners linguistic 
development. Evidence of nascent metaphoric competence in young children attests to the 
possible contribution of metaphor not only to the extension of vocabulary but to the growing 
mastery of reality. 
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CHRISTIAN MYTH METAMORPHOSES IN JEAN PAUL SARTRE’S WORKS 

Constanta Nita, Senior Lecturer, PhD, University of Oradea 


Abstract: Jean-Paul Sartre employs the Christian myth of Nativity by moulding it in a myth of 
liberty as well as in a supportfor his existentialist philosophy. The essential conflict of Sartre’s 
play „Bariona ou le Fils du Tonnerre” ("Bariona or the Son of Thunder”) is launched and 
unfolds itself within the existentialist frame of engaging the hero’s conscience. In this 
occurrence, it embroils the very irreconcilable tw’o terms of customary morality: the Evil and 
the Good. This profound manichaeism reigns over the text drawing an ampler structure which 
leans on pairs of opposing concepts. Thus, the Evil engenders: the angst, the despair, the revolt, 
the crime project (against the Messiah) or of collective suicide (in a word the religion of 
’’nothingness”) whilst the Good drags in: the lucid acceptance of suffering, the responsibility, 
the fight, the faith, the hope, the joy. 

Key words: the Christian myth vs Sartre’s religion of nothingness; the being and non-being; 
mystification, demystification; Ten- soi & le pour- soi; spokesman for ideology. 


J.-P.Sartre: an artisan of dramatic myths. There is an essential trait of the writers 
defending a cause (be it ethical, political, social) which may be encountered in the writings of 
Jean-Paul Sartre (1905-1980) more than in the case of any writer of the kind: Sartre’s oeuvre 
has a permanent link to its own commentary. In the aftermath of World War Two, Sartre, this 
«directeur de consciences)), or «intellectuel total», this «polygraphe de genie» (D’ Ormesson, 
1997: 301), has much to say in the development of theatre but also as a commentator of his 
own works. Michel Contat and Michel Rybalka have gathered Sartre’s texts in two volumes, 
namely: Les Ecrits de Sartre (1970) and J.P.Sartre : Un theatre de situations (1973). 
These works are an excellent instrument of research for those who study in depth Sartre’s 
writings. 

Since Sartre is indeed a founder of the French existentialism, the rubric of 'existentialist' 
might mean for Sartre’s reception something already there, beforehand. The critical inertia 
might have acted as a kind of'fatality' in Sartre’s case. But, again, it is the critical exegesis the 
very side that unanimously figured out in his drama the features of a theatre of ideas openly 
engaged in defending causes, hence a polemical one. Because Sartre's theatrical project aims 
a total de-mystification, an ideological de-mystification and an aesthetical demystification. 
Sartre even uses the words mystification and de-mystification as he would take into account 
the paradox on which the theatrical spectacle is based. Aware of this paradox, Sartre claims 
that all de-mystification should be, in a way, ’’mystifying”, a kind of ’’countermystification”: 
«Je crois, moi, profondement, que toute demystification doit etre, en un sens, mystifiante. 
Ou plutot que, devant une foule en partie mystifiee, on ne peut se confier aux seules 
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reactions critiques de cette foule. II faut lui foumir une contre-mystification. Et pour 
cela, le theatre ne doit se priver d’ aucune des sorcelleries du theatre». ( J.P.Sartre, in: 
M. Contat & M. Rybalka, 1970 : 77 ). 

According to Sartre, theatre should not be a philosophic vehicle since it is impossible 
for it to express philosophy as a totality. On the contrary, theatre needs a formula which allows 
it to remain theatrical, while it can reconcile the rapport of theater with ideology. This formula 
is no other than the myth. The myth is one of the cornerstones of Sartre's thinking on theatre. 
The text of a conference delivered by Sartre in New York is particularly revealing. It is entitled 
’’Forging the myths”. It defines a theatrical fonnula which must underpin itself with ’’myths 
that everyone can understand and feel deeply": «des mythes que chacun puisse comprendre 
et ressentir profondement». However, in order to have the quality of myth, a play must 
transgress the banality of contingency. It must project within the audience an enhanced and 
enriched image of their own suffering:«projeter au public une image agrandie et enrichie 
de ses propres souffrances». In order to illustrate what he means by saying ’’mythical play”, 
Sartre takes as an example Camus’play ’’Misunderstanding”, Le Malentendu. 

Forging the myths (hence Sartre as a ’’forgeur” - an artisan - of dramatic myths) signifies 
not only contesting symbolic and symbolist theatre (qualified by Sartre as childish, 
«enfantillage») but also considering the theatre performance as a ritual ceremony, unique and 
irreplaceable. Sartre admitted that this thought would haunt him after his play unique of its 
kind, Bariona ou le Fils du Tanner re (1940): «A cette occasion, comme je m’ adressais 
a mes camarades par- dessus les feux de la rampe, leur parlant de leur condition de 
prisonniers, quand je les vis soudain si remarquablement silencieux et attentifs, je compris 
ce que le theatre devrait etre : un grand phenomene collectif et religieux».( J.P.Sartre, 
in : M. Contat & M. Rybalka, 1970 : 62 ). 

But, forging the myths, in this circumstance, signifies finding a style of his own, able 
to banish all familiarity and to install a distance between the work and its public. The idea that 
the mythical form of the spectacle must appropriate an adequate style came to light in one of 
the primary texts by Sartre on theatre, namely Le style dramatique , dating from 1944. The ideal 
style is the one that can align or even ally the simplicity of everyday language with the 
distinction, the dignity of solemn language and tenderness, at the same time, of the great 
tragedies, where the word must not get out its magic, primitive and sacred role: «la dignite du 
langage sombre et tendu des grandes tragedies, ou le mot en aucun cas ne doit sortir 
de son role magique, primitif et sacre».( J.P.Sartre, in: M. Contat & M. Rybalka, 1970: 
34 ). Creating an austere theatre, moral, mythic and ritual seems to be, in sum, the fundamental 
exigency of Sartre’s reflection on the theatre. He imposed this exigency even since his first 
theatrical experience, namely Bariona ou le Fils du tonnerre (Bariona or the Son of 
Thunder). 

The myth of Nativity and the existentialist bias. In an interview collected by 
M.Contat & M.Rybalka ( 1970 ), Sartre asserted having written Bariona in 1940 when he 
was a prisoner of war, a in a stalag in Treves (Trier). His purpose was to enliven the resistance 
of his companions of captivity against the Germans. «Pour moi, T important dans cette 
experience etait que, prisonnier, j’ allais pouvoir m’ adresser aux autres prisonniers et 
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evoquer nos problemes communs. Le texte etait plein d’ allusions a la situation du 
moment, parfaitement claires pour chacun de nous. L’ envoye de Rome a Jerusalem, 
dans nos esprits, c’ etait 1’ Allemand. Nos gardiens y virent l’Anglais dans les colonies.» 
( J.P.Sartre, in : M. Contat & M. Rybalka, 1970 : 373 - 374). 

The author states unequivocally the political pretext that has inspired him, but he reveals 
a new meaning, a philosophical one, that he wants to confer to the myth of the Incarnation. He 
said that others might have thought that he was going through a spiritual crisis, if he chose to 
write a mystery. It was not the case. Nativity was the subject able to unite Christians and non¬ 
believers, alike. Sartre expressed existentialist beliefs in denying Bariona the right to commit 
suicide and in designating him for the fight. «A me voir ecrire un mystere, certains ont pu 
croire que je traversais une crise spirituelle. Non ! Un meme refus du nazisme me liait 
aux pretres prisonniers dans le camp. La Nativite m’ avait paru le sujet capable de 
realiser 1’union la plus large des chretiens et des incroyants. Mais j’ exprimais des idees 
existentialistes en refusant a Bariona le droit de se suicider et en le decidant a 
combattre».( J.P.Sartre, 1973 : 221). 

The first experience of Sartre as a dramatist borrows from the Christian myth the 
narrative model. This model is to be altered by the author who converses it in accordance with 
the message he wants to send. Thus the myth becomes the pre-text of a meta-text. The conflict 
invented by Sartre within the mythical fable and the oppositions caused by the conflict aim to 
illustrate the germs of a philosophical system which is to mature in the following years, once 
with the apparition of the work L’Etre et le Neant, in 1943, where Sartre presents the doctrine 
of atheistic existentialism. This conflict is based on a series of oppositions. Thus Bariona is 
opposed to Balthasar, one of the Magi, preacher of the new religion of Christ. Bariona is 
opposed even to his own wife, Sarah, and even to the collective character represented by people 
of Bethaur. This conflict opposes Bariona to the social order represented by Lelius, the 
administrator of occupied Judea, the conflict opposes him to Herod, the infanticide king. Not 
in the last, the conflict is between Bariona and God. 

But the basic conflict of the play engages and unfolds in terms of the consciousness of 
the hero. Here it entertains two of the irreconcilable terms of morality: The Good and the Evil. 
Or, it is particularly this opposition the one that governs in the text an ampler structure. It 
responds to a pair of opposing terms, as on the side of the Evil the following are aligned: the 
angst, the despair, the rebellion, the project of crime (against the Messiah), the collective 
suicide, the religion of nothingness. On the side of the Good the following are aligned: the lucid 
acceptance of suffering, the responsibility, the fight, the combat, the faith, the hope, the joy. 
This manichaeism opposes, at the end, the man of ancient Law, The son of Thunder that 
Bariona used to be, to the man of the new Law, the first disciple of Christ that Bariona will 
become. The Sartrean hero exceeds this fundamental opposition. He aligns himself on the side 
of the good, his freedom is supposed to be his supreme authority. It is because of this freedom 
that the hero succeeds in annihilating the Evil. He thus engages in action under the auspices of 
the Good. While he was on the side of the Evil, his freedom retained him into anguish, despair, 
solitude. Bariona: «Mes compagnons, refermez vos coeurs sur votre peine, serrez fort, 
serrez dur, car la dignite de T homme est dans son desespoir !»(J.P.Sartre, in : M.Contat 
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& M. Rybalka, 1970: p. 580 ). Or: «Pour souffrir, pour mourir, on est toujours seul...»( 
p. 581). This is the way in which Bariona tries to persuade his villagers about the necessity of 
a collective suicide, as a sole act of protest possible against the authority of the Romans: 
Bariona :«Nous ne voulons plus perpetuer la vie, ni prolonger les souffrances de notre 
race. Nous n’ engendrerons plus, nous consommerons notre vie dans la meditation du 
mal, de T injustice, de la souffrance...» ( p. 580). He finds an extraordinary occasion to 
preach a new religion, that of nothingness, of annihilation, of «neant». 

Bariona: «Je souhaite que notre exemple soit publie partout en Judee et qu’ il 
soit a T origine d’une nouvelle religion, la religion du neant”». ( p. 581 ). His rebellion, 
in the name of this freedom - on the side of the Evil - gets sometimes imprinted with satanic 
accents: 

Bariona : «Faire un enfant c’est approuver la Creation du fond du coeur» (p. 
584). In existentialist terms, this infant (the very one that his wife, Sarah, is expecting, being 
pregnant) will be too much for the world. Just the same as „1’ etre- en- soi” would be too much 
for eternity(J.P.Sartre, 1943 : 34). Bariona : «Femme, cet enfant que tu veux faire naitre 
c’ est comme une nouvelle edition du monde (...) Tu vas recreer le monde, il va se 
former comme une croute epaisse et noire autour d’ une petite conscience scandalisee 
[ „le pour- soi”- our note] qui demeurera la, prisonniere, au milieu de la croute [„T en- 
soi” Jcomme une larme”» ( p.584 ). Similarly to another Roquentin, the protagonist of “The 
Nausea”, La Nausee, he will sense the immense hostility of the world: Bariona : «Le monde 
n’ est qu’ une chute interminable et molle» ( p. 579 ) inspiring him a metaphysical horror: 
«L’ existence est une lepre affreuse qui nous ronge tous et nos parents ont ete 
coupables...»( p. 585 ). 

It is easy to recognize in this discourse a certain brutality, even cruelty, specific to 
Sartrean language in front of excessive contingencies of the world, before the opacity and the 
gratuity of I’en-soi which has engulfed conscience. Another character, Balthasar, one of the 
Magi, subscribes to this: Balthasar : «Tu vois cet homme- ci, tout alourdi par sa chair, 
enracine sur la place par ses deux pieds et tu dis, etendant la main pour le toucher : 
Il est la !»(p.604 ). 

Sartre wants his character to be fully responsible for his acts, regardless on whose side 
they are, be it of the Good or of the Evil. But, although free, he does not prove to be equal to 
himself, he becomes his own negation. Bariona:«Et si je veux etre un homme de mauvaise 
volonte ? La mauvaise volonte ! Contre les dieux, contre les hommes, contre le monde ! 
J’ ai cuirasse mon coeur d’une triple cuirasse”».(p. 599) But this rebellious, satanic hero 
(«Je veux me dresser contre le ciel et je mourrai seul et irrecon-cilie...») ( p. 599 
jbccomes a disciple of Christ. Thus the character allies himself with Hope and Joy, on the side 
of the Good. Even his atheism is only a quest for God because, although he seems to act as if 
God did not exist: «L’Eternel m’ aurait- Il montre Sa face entre les nuages, et je refuserais 
encore de L’ entendre»( p. 599 ), he still watches for every sign from Him. Bariona : «Alors 
qu’ Il fasse un signe a son serviteur ! Mais qu’ Il se hate, qu’ Il m’ envoie ses anges 
avant 1’ aube ! Car mon coeur est las de L’ attendre et 1’ on ne se deprend pas aisement 
du desespoir quand on y a goute une fois !»(p.586). 
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It seems that he searches in transcendence a certitude that the material world, the ,,1’en- 
soi”, by its opacity, is unable to offer him: Bariona :«Le monde n’ est qu’ une motte de 
terre qui n’ en Unit pas de tomber»( p. 579 ). Likewise : «Ma sagesse me dit: la vie 
est une defaite, personne n’est victorieux et tout le monde est vaincu !»(p. 580). Just 
like another Hamlet, face to face with existential nothingness, he despairs to grasp the being 
though non-being, le non-etre, or as Sartre expressed it in V Eire et le Neant :«La realite 
humaine surgit comme 1’emergence de /’ etre dans le non- etre» (J.P.Sartre, 1943 : 53). 

After the transformations operated by the author in the statute of his character, the latter 
changes everything by remaining free, as he always keeps his freedom unaltered and he keeps 
responsibility for his choice, should he be located on one side or another. Bariona :«Car je 
suis lib re, et contre un homme libre, Dieu lui- meme ne peut rien... II ne peut rien 
contre la liberte de 1’ homme !» ( 599 ). He is free at the beginning of the play when in his 
satanic project it wants to compete with God. He is free even when he is abandoned by everyone 
and ravaged by sadness, he stands alone« au seuil de leur joie comme un hibou qui cligne 
de 1’ oeil”( p. 623 ). He intercepts on this occasion the project of his freedom: «Je serai libre, 
libre..Libre contre Dieu et pour Dieu, contre moi-meme et pour moi- meme... Ah, comme 
il est dur !» ( p. 627 ). 

He will be “free and light” at the end of the play when, before the Nativity scene, he 
receives a revelation : the birth of a child does not necessarily mean “an acceleration of the 
existential entropy“ . He passes on the side of the new religion, the side of the world that has 
found its beginning: “Raise our child” he says now to his wife, Sarah. «Je deborde de joie, 
comme une coupe trop pleine. Je suis libre, je tient mon destin entre mes mains. Je 
marche contre les soldats d’ Herode et Dieu marche a mon cote. Je suis leger, Sarah, 
ah, si tu savais comme je suis leger ! O, Joie, Joie ! Pleurs de joie !»(p. 632) 

But this latter time Bariona is no longer alone, prey of an abstract freedom, because he 
assumed to give a sense to this freedom, he understood to fill it up by engaging in an act, in a 
social action. He has no other choice but to start a war against the Roman occupant. Bariona 
finds a way out of the conflict that took place in his conscience both defeated, as a man of the 
ancient Law, and winner, as a first disciple of Christ. 

The new Bariona contests his previous revolt, which becomes, by this very negation, 
useless, meaningless, like a philosophical premise doomed to be denied. However, this 
negation proves its efficiency. It allows the hero to return among his villagers, to re-become 
their leader and to accomplish a mission that shall resonate in the eternity : to save the Holy 
Family against the soldiers of Herod. 

Through this oscillation between two antagonistic attitudes (the satanic insurgence, the 
safe guarder of the Holy Family), the hero loses his consistence manifested in the beginning, 
even his authority and credibility. One of the villagers launches this reproach: «Tu etais le 
chef, alors... Aujourd’hui tu n’es plus rien... Laisse-moi, tu nous as trompes !»(p. 605). 

It is Sartre, who, in his theatre project and philosophical project, used his characters to 
be the vehicle of his metaphysical ideas. He was thus compelled to empty the heroes of their 
message, to reduce them to a void so that he could refill them with a new message. 
Philosophically speaking, it is the negation of another negation. Bariona, among Sartre’s 
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dramatic characters, is the first one to enact the very concepts of Sartre’s philosophic system : 
le pour-soi. He is the character always in the quest of his essence : «en avant, en arriere de 
soi, jamais soi”», since we know that „«son existence precede 1’essence.» ( J.P.Sartre, 1943 
: 185). 

A theatrical aesthetics in nuce. Bariona embodies the very condition of the Sartrean 
dramatic character, as it had been conceived in Sartre’s writings on theatre. He is no longer a 
“character” of the predetermined conditions of traditional theatre. He is nothing else than a 
possibility of choice, he is in any moment what he has chosen to be. He updates, with his limits, 
the author’s intention to present on the stage man in front of his acts. But he is also inauthentic 
as his acts do not at all happen on stage. He accomplishes neither his project in the service of 
the Evil (the collective suicide, murder, annihilation), nor his service on the side of the Good, 
as a soldier of Christ. He leaves us with the promise that his actions will extend beyond the 
stage, in myth and history. 

There is an episodic character in the play, apparently an insignificant one, namely Le 
Montreur d’images. Just like Balthasar, but in another sense, he embodies the writer as his role 
is purely discursive, irrespectively to relate and to describe, without engaging for all that in the 
action. He makes comments on the images that constitute the decor of the play, this very fact 
being a new pretext to place the fable on mythical coordinates. He comments what is behind 
the scenes and accompanies his descriptions with an ironic commentary which prevents the 
lector or the spectator to be completely smitten by the fictitious drama. He undertakes many 
allusions to the contemporary world and the political situation of the moment. By its irony, he 
induces “the distance” (that Sartre had postulated in theory in his writings on theatre). 

This distance insinuates between the work and the public due to the act of dispelling 
the theatrical illusion. It reminds us without respite that the world in the theatre is even more 
real than the real: «que T on est au theatre, alors que l’on aimerait se sentir transporter 
dans un autre monde, encore plus reel que le notre».( Pavis, P., 1987 : p. 397 ). This 
character is uninvolved in the action, therefore he also keeps himself at a distance from the 
dramatic action, as in the following example: Le Montreur d’ images : «Vous pourrez 
regarder, pendant que je raconte, les images qui sont derriere moi : elles vous aideront 
a vous representer les choses comine elles etaient...»( p. 565 ) Or:« Bethaur est un 
village de huit cents habitants, situe a vingt-cinq lieues de Bethleem... Celui qui sait 
lire pourra, rentre chez lui, le retrouver sur une carte....»( p. 567 ). He has the role of 
demystifying the drama through his demystifying intrusions. 

But this role is twofold subversive, since the author has conferred to it not only an 
esthetic intention, but also an ideological mission, that of desecrating the Christian Myth. In 
this regard, the blindness is highly significant. From the very first moment it seems more than 
strange, even absurd for somebody whose role is sine qua non related to the visual sense to 
imply blindness. Allegorically, his blindness could be in reference to responding to God’s 
incarnation. It could be an author’s trick to convey in the text his atheism, his loss of Christian 
faith. 

He even said at the beginning that he was blinded by accident and then he said that he 
is blind only to the images that are the icon of divine incarnation myth. Just like Balthasar - on 


1637 




DISCOURSE AS A FORM OF MUFTICUFTURAFISM IN FITERATURE AND COMMUNICATION 
SECTION: LITERATURE ARHIPELAG XXI PRESS, TIRGU MURES, 2015, ISBN: 978-606-8624-21-1 


an ideological level - he represents the allegorical hypostasis of an atheist author, therefore 
blind to Christian faith. He does not involve his conscience. Through this alienation and 
through his ironic discourse, the character safeguards the degradation and the desecration of 
the Christian myth. This character also shows his refusal of supernatural in the fact that God is 
“this man” and his angel is identified with the devil. 

Balthasar reinforces two contrary tendencies, an alternation of an objective discourse 
(abstract, metaphysical) and a subjective discourse(poetical, imaginary, metaphorical). 
Balthasar :«Christ est venu t’ apprendre que tu es responsable envers toi- meme de ta 
souffrance» ( p. 625 ). On the other hand, the poet has his turn to the metaphorical use of 
language. Balthasar :«Mais il y a autour de toi cette belle nuit d’ encre et il y a ces 
chants dans T etable et il y a ce beau firoid sec et dur, impitoyable comme une vertu 
et tout cela t’ appartient. Elle t’ attend, cette belle nuit gonflee de tenebres et que des 
feux traversent comme des poissons fendant la mer. Elle t’ attend au bord de la route, 
timidement et tendrement, car le Christ est venu pour te la donner»(p. 625 ). 

One gets this way to see the gap between the Sartre’s option for a free character who is 
being created in the every moment of the action, and the author’s necessity to convey a clear 
ideological message, which leads to the character’s “enslavement” for the author’s ideological 
project. Sartre also reveals the creator struggling with his contradictions. On the one hand, he 
wants to “forge a myth”, demystifying it. On the other hand, he wants to communicate an extra¬ 
literary message, and ideological and philosophical one. He attempts to reach the univocity of 
this type of ideological message by using poetical words, by their nature ambiguous and plural 
in meanings. In this approach, the philosopher works with the poet - the sensitive being who 
use the creative and magical power of the word that generally escape the thinker. Moreover, 
this fascination with the words, due to their elusive “mystery” remains a constant throughout 
Sartre’s literary creation, since Nausea (1938 ) until the autobiographical work The Words 
(1964). In Nausea , for example, Sartre masterfully showed the impossibility of thinking to 
attach itself to words, impossibility which generates the wave, dizziness, and finally, the 
excruciating, existentialist nausea. 

If in other plays by Sartre the poetry of language disappears in front of the idea, Bariona 
is certainly the most preferred as it makes the most of the great lyrical resources of the word. 
The text of this play valorizes the synesthesic force of the words, which makes us think of the 
correspondences of Baudelaire or of the lesson of Jean Giraudoux. Le Passant : «Je marchais 
dans le noir sur la route dure et sterile et je croyais traverser un jardin plein de fleurs 
enonnes et chauffees par le soleil en fin d’apres-midi, quand elles nous lachent au nez 
tout leurparfum»(p.587). Cai'phe : «Mes narines debordent d’une odeur enorme et suave, 
le parfum m’ engloutit comme la mer. C’ est un parfum qui palpite, qui firole... une 
suavite geante qui fuse a travers ma peau jusqu’ a mon coeur... J’ etouffe, je suis noye 
de parfum...»( p.592 ). 

This efflorescence of poetic images, the landscapes associating unexpectedly spring to 
the Birth of Christ suggests symbolically the marriage of Heaven and Earth at the Advent of 
the Messiah, and the deep intuition of a mystery in nature resulting in the installation of Good 
in the middle of Evil. 
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Mythical and poetic at the same time, this theater also defends the rights of poetry and 
mythical fable coming from elsewhere to become fused, for it is to the poetry that myth - 
subjected to an invention and a perpetual invention - owes its quality and capacity to endure, 
and it is the myth to whom the theater of poetry owes its undeniable weight of universality. 

There is a will constantly retraceable through all authors between the wars, interwar 
authors and to Sartre as well, namely that of modernizing the myths, of treating them with 
solemnity and without the troubles of anachronisms, and desecrating them on purpose. But the 
reanimations applied to myths arrive even at situating the mythical fable under paradoxical 
coordinates. Jean-Paul Sartre employs the Christian myth of Nativity by moulding it in a myth 
of liberty as well as in a support for his existentialist philosophy. 

That is why Jean-Paul Sartre, ’’the last of the Mohicans” as D’Ormesson put it (:301) in 
contemporary critical consciousness remains “alive, accessible, attractive, being animated by 
a great ironic style that could be closer to that of Voltaire, but a Voltaire who would have also 
been able to write pages like Rousseau” (Jacques Lecarme, 2000: p. 719 translation mine). 
Right now, after 35 years since his death, Sartre continues to fascinate readers and researchers. 
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Abstract: The present paper analyzes two contemporary novels where the theme of snow is 
contrasted with the theme of evil: ’’Miss Smilla ’s Feeling for Snow” by Peter Iloeg (1992), 
irrespectively ”Visul copilului care paseste pe zapada far a sa lase urme” by Gabriel Chifu 
(2004). The two little boys, Isaiah, irrespectively Veniamin, who leave traces irrespectively 
non-traces on the snow, are dead from the very onset of the plot as if they could not witness 
more of the evil conquering bit by bit the worlds in which they used to live. Their deaths 
threaten the survival of innocence in the world. Treachery is put into practice in both novels in 
its most insidious forms. Yet the very existence of the two little boys casts hope on those who 
keep on loving (them). The snow is both a revealer of past crimes (or future crimes in the latter 
novel) but also an opening to other dimensions of reality. In Peter Iloeg ’ s novel snow means 
the continuity of Smilla’s perceived self, the quest for truth and the quest for love. In Gabriel 
Chifu ’.s' novel snow is the opening to the realm of invisibleness and to a supernatural dimension 
of reality. 

Keywords: contemporary fiction; identity quest; theme of snow; destroyed ways of Arctic life; 
mass killing under Communist regimes. 


”It is freezing, an extraordinary -18 ° C, and it’s snowing, and in the language which is 
no longer mine, the snow is qanik - big, almost weightless crystals falling in stacks and covering 
the ground with a layer of pulverized white frost. (...) The ice is normally what I look for first 
when I come up on to Knippels Bridge. But on this day of December I see something else. I 
see light. (...) Isaiah is lying with his legs tucked up under him, with his face in the snow and 
his hands round his head, as if he were shielding himself from the little spotlight shining on 
him, as if the snow were a window through which he has caught sight of something deep inside 
the earth”. (Hoeg, Miss Smilla’s Feeling for Snow. 6). 

„Agale, agale, ma inalt in vazduh si spre marea mea uimire privesc de sus toata scena, 
cu limpezime vad, parca ma aflu intr-o loja, la teatru: ma vad pe mine insumi cum stau intins, 
nemiscat pe patul acoperit de musama albastruie, vad chipul meu care s-a linistit ca prin fannec 
si are acum intiparit pe el chiar o urma de suras impacat, o vad pe mama cum ma plange, imi 
strange mainile in mainile ei, mi le saruta si se roaga Veniamin, nu pleca, nu pleca dragostea 
mea, copilul meu ...(...) Chiar imi trece prin minte gandul ca toata tarasenia cu accidentul meu 
de la sanius si apoi cu moartea mea si cu inaltarea oarecum ratata la cer nu a fost decat un vis 
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nefericit, un vis urat din care acum m-am trezit urmand sa-mi reiau viata mea cea de fiecare zi” 
(Chifu:39-43). 

Snow is not only the sense of Smilla’s native land, but also the overwhelming, sought- 
after sense of her mother’s presence. Mother is the only being in continuity with Veniamin’s 
Hereafter realm after a lethal accident with a small slide on a heavy winter’s day. Both novels, 
set in different parts of Europe, without being interconnected, deal with the theme of snow as 
if it is an opening and not a just a natural covering. Snow opens just like a window, 
irrespectively a heavenly gate to another reality, lying beyond the ordinary range of perception. 
The present study analyzes two contemporary novels where the theme of snow is contrasted 
with the theme of evil: ’’Miss Smilla’s Feeling for Snow” by Peter Hoeg (1992), irrespectively 
’’Visul copilului care paseste pe zapada fara sa lase urme” by Gabriel Chifu (2004). 

Fresh fictional contexts for the theme of snow. What strikes the reader is Hoeg’s 
ability to harmonize the main character with the fictional context. He surely is a Scandinavian 
writer from the lands of snow who has opened the theme of snow to a totally fresh range of 
perceptions and to original, inventive contexts, unknown before his first bestseller. But his 
novel owes its marveling effect not only to the novelty of landscapes and contexts. It is the 
eccentric femininity of the heroine conquering our hearts as few literary characters do. She is 
tough in her isolated private life, she manages to keep men at the necessary distance in order 
to be able to define her feminine essence, but she also can be in love with her neighbor, a big- 
hearted man with a low-key life style. He is the only one to be trusted but he clearly has a pact 
with the criminal, as revealed in the third act of this fiction, a pact which might involve literal 
betrayal. Has she given her heart to a friend or to a foe? 

She quickly notices how people who obey too much are harming others through their 
lack of committment; she can be helpful, yet ironic. She has experienced the toxic effects of 
other people’s conformism. She has dreamed of escaping to Thule all her late childhood and 
adolescence. Not because this land would be some exotic unreachable place in the world but 
the only place in the world real for her. She is the runaway who cannot bear captivity, in herself 
and in her fellow beings. An outcast in control of her life, thriving on helping others, she likes 
geometry, not chaos. And more than anything, she likes words, they are not taken for granted. 
Sometimes they could ease the feeling of alienation, sometimes they could deepen it. She reads 
children’s minds and feelings with the quickness with which she can read ice or footprints on 
snow. 

In the second writing discussed here, a Romanian poet and novelist, Gabriel Chifu, has 
had a brilliant idea of launching a novel about the crimes of communism, during 1950s, from 
an angel’s perspective. The angel is actually a little boy who enjoyed the paradise of snow 
during the first day of the New Year. But we are in the year 1956. History of those years, for 
any kind of protesters, real or alleged, will turn out to be a lot worse than imagined. The edifice 
of lies is thriving, the reality of a concept brought to life by the human agents involved, the 
people working in the state police apparatus is also thriving, quickly updating everything... up 
to a point. If a child can be metamorphosized into an angel, so comrade Camenita, a member 
of nomenclature, can be converted into a good man (or at least into somebody who is afraid of 
the apocalyptic signs displayed in the town of Serenite) and suffer inner changes. As Dennis 
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Deletant shows: ’’Throughout the 1950s, they were used to eradicate partisan resistance in 
mountains areas and in a more passive role, they were employed to guard the labour 
camps.’’(Deletant: 129). The problem with the people of the communist nomenclature was that 
they were ’’entitled” to legitimize a new system and torture their fellow beings for their 
claiming democratic rights on the mere virtue that the proletarians were the ones entitled to 
obtain everything. 

Veniamin, our fictional character, after an initial play in the snow, is placed highly 
placed above the earth, at the intersection of heaven with the ’’customs” through which the soul 
is compelled to pass in the Romanian folklore. His passing into the Hereafter realm happens 
smoothly, yet mother is the only one able to keep him in the life before afterlife through her 
pain. 

Snow and maternal protection from evil. The two novels analyzed in this paper draw 
their substance from maternal presences. It is mother who holds together the world out of joint, 
and this is valid for both writings under discussion. In this respect, the article ”A House of 
Mourning: Froken Smillas Fornemmelse for Sne”- published in Scandinavian Studies, LXXIX 
(1997): 52-84 - seems to have a very interesting new frame, to cast a new light on the story, 
that of unity with mother, and, generally, on the theme of creation. I came across Norseng’s 
crucial reference in a thesis on the construction of self and of becoming, (which I consulted 
online) and here Anne Kirstine Mehlsen quotes Mary Kay Norseng. 

Taking this observation into account, of Smilla’s non-settlement to arrive at any point, 
I can see that, for the two novels discussed in my paper, maternal presences are the enactors of 
a strange connection, that between snow and fighting the Evil. It is through the mother’s 
completeness, through a psychical unity with the mother, that the evil can be kept at a distance. 
No crime can interfere as long as maternal presence is blocking it, even if it is a presence only 
in spirit. In the latter novel, the destruction becomes overwhelming, impossible to withstand, 
from the very moment mother becomes a subject of Securitatea interrogatory and is kept in 
prison. She is being tortured, beaten to death. A role here is played by the character’s brother, 
Vlad, who has a strange psychological aversion to torture and commits to do whatever it takes 
to escape it. The price is mother’s freedom. Now the role of the two boys, the younger 
characters of the two novels, becomes clearer. They must prevent the perpetuation of Evil. How 
will they do it if they already belong to the realm of dead? They have a powerful influence 
through the ones who keep loving them. Another tension is emergent, that between self and the 
outer world as an open space. 

Snow is as natural as Smilla’s blood tie with her mother or as her mother’s milk, immuk, 
as it is called in the language of people living in North Greenland. Apart from being a detective 
crime novel, with Smilla in the investigator role, the book is about perceived continuity of self 
within an identity quest. Smilla discovers how certain words of her former existence have 
disintegrated or have been pulverized, just like inorganic matter. Smilla’s life has also been a 
translocation of her country of words into Denmark. Even her name combines the two cultures 
as Smilla is the abbreviation of Smillaraaq, containing both the Danish version for ’’smile” and 
’’mild”. 
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Snow means inner life in the countries where is the predominant landscape. Under it, 
life gets its most explosive ways of expression. Snow can be illusional and dangerous. In the 
final act of the novel, it is mother’s presence who warns Smilla, through memories, not to fall 
asleep and keeps her awake. We have heard about the sleep before death of people exposed to 
Polar weather. In spite of menace of death through hypothermia, snow has also a revitalizing 
aspect linked to it. It is through the snow coating that the first frail plants emerge, changing the 
season to spring, announcing resurrection. 

The Romanian version of the novel was released in 1997 and is entitled Cum simte 
domnisoara Smilla zapada. The version in English was a lot sooner. Tiina Nunnally is the 
translator of Peter Hoeg’s Smilla ’s American version. Both versions of the title, Smilla’s Sense 
of Snow, irrespectively Miss Smilla’s Feeling for Snow have enjoyed a great popularity among 
British and American readers. Translator F. David is a pseudonym. This novel has generated a 
unique case in the history of translations, the author’s rights versus the translator’s rights. 

In the latter novel all characters, member of the same family, have their names start 
with the letter V. There is a heavenly cosmology drawn from the Romanian folkloric 
conception of heavens, with customs for the souls (see Mihet) on which the political novel is 
overlapped. The most powerful bond is that between Vera Voda (mother) and her child, 
Veniamin, dying in a sled accident on the first of January 1956, in south-western communist 
republic of Romania, where people are terrorized by Securitate officers in mission to liquidate 
all the remaining opponents of the new communist regime. 

The novel is focused on the year 1956 but in reality these forms of anti-communist 
resistance, of underground partisan movements were going on for a couple of years more, 
before total repression. 

Chifu’s novel could not have been published in The Socialist Republic of Romania. 
There is quite a contrast between genuine memoires of people who could not publish their 
works before 1989 and the memoires of people who had access to power after 1989, the latter 
being ironically assessed by Alexandru Cistelecan {Aide-memoire: 13). 

Snow appears also in other novels as the season of searching for intimacy when the 
social rules outside in a country under totalitarian regime have become too oppressive (Mihet, 
Preface to Constantin Toiu’s novel, Caderea in lume , p. 8) 

Labyrinthine structures of the open spaces. Both novels create labyrinthine 
structures at the intersection of the open spaces (where the action is set) with tensions 
encasements of the inner life of the protagonists. The three parts of the first novel are: The City, 
The Sea, The Ice. The last part of the story unfolds in a labyrinth of ice, on the Isla Gela Alta, 
a labyrinth of a last game between life and death, with incandescent lights and flash-backs but 
with nobody victorious. The first novel is written by Peter Hoeg, a novel where snow is Smilla 
Jaspersen’s country: Froken Smillas fornemmelse for sne, an instant bestseller translated from 
Danish into a great deal of languages. 

The second novel analyzed here, after an initial prologue, is made out of the 
protagonist’s dreams. Its subtitle could translate as: ’’The Invisible, a detailed account”. 
Disconnected from his family, as the result of a sled accident followed by his death, Veniamin, 
a 12-year-old child, is projected between heaven and earth. He does not pass through the gates 
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of heaven and is therefore, suspended. His only way to keep in touch with father, the two 
brothers and mother is to dream episodes of their lives, as a way to find out news about them. 
After his death, historical events take a more tragic turn, influencing their family. As the title 
suggests, Visul copilului carepasestepe zapada fara sa lase urme, the whole book is the dream 
of the child whose footsteps on snow leave no traces. Gabriel Chifu’s novel, published in 2004, 
speaks also of the criminal operation in the countries of the Eastern Bloc, erasing traces of mass 
killing and torturing and mystifying them for posterity. Those who had the power, politically, 
allowed only their version of truth. Anti-communist resistance organized in the Carpathian 
Mountains was completely repressed and liquidated, therefore little was known about these 
courageous partisan fighters. 

The two boys introduce into their stories the presence of a hidden territory. It can be an 
intuitive one, related to the personal quest of self, like in Smilla‘s case. Her hidden territory is 
reality. Through this new detective experience, Smilla can voice out her inner Inuk, her heritage 
from the Inuit people. She is offered a mirror through the life of Isaiah, through his desires (to 
dash off to Greenland, to escape) and his fears (for example his fear of heights). In the final 
act, the mirror is unexpectedly presented by her mother, through a glimpse into the moment 
when her mother used to lit candles, turning the iceberg cave into the resemblance of a 
cathedral. 

The hidden realm is situated above the city of Serenite in the latter novel written by the 
Romanian author Gabriel Chifu. Veniamin is now a new being almost like an angel. Yet he 
feels the pain of every misfortune in his family. He even attempts to challenge the heavenly 
book where all these events must have been pre-determined, pre-written. He wants to alter the 
course of events, but he cannot do anything, he cannot even leave traces on the ground. He 
cannot warn his dear family members. Nobody can step into his traces, nobody can read them. 
As far as reality is concerned, Veniamin, from now on, is able to read his future and look into 
it only by dreaming it. Veniamin’s story starts on 1 st January 1956. For the Romanian citizens 
immediate future is gloomier than past. What we learn is that everything is the beginning of 
the end. The whole town is a paradise of snow before Veniamin’s accident. Actually, 
Veniamin’s remark: he does not want to become like grow-ups, because then he will be forced 
to say lies, just like the adults. His process of dreaming resembles the sleep before death 
brought by hypothermia and too much exposure to frost. It is a process similar to Veniamin’s 
escape from history, also the history of one’s own existence. He is the witness of his family 
disruption but also the only one who could register it, as presumably there will be no records 
of the truth. Vlad, the opportunistic survivor, will not allow memory to be an enactor of truth. 
Only a dead angel could be sent from heavens to the inhabitants of Serenite, but the corpse of 
an angel would mean the definite collapse of hope. The landscapes here, in the latter novel, 
have a strange connection with the images present in an anthology of five top Romanian poets, 
entitled Bdutorii de absint {The Absinth Drinkers ) where death has something of a child’s gaze 
and of an old man’s gaze at the same time, (see Cristea-Enache in his analysis of the anthology: 
257). 

Chifu’s novel could be analyzed also in terms of discontinuity, since it is the dream that 
keeps the connection between Veniamin and his mother, father and brothers, and thus the dream 
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masks the discontinuity present as a series of crisis. This chain of crisis and discontinuity has 
a generative power, as Podoaba points out for a larger trend of Romanian postmodernism. 

Snow, innocence and identity quest. The metaphorical figure of the dead angel from 
Chifu’s novel could be paralleled with a tiny presence pointing inwards, that of an unborn 
narwhal calf. Smilla’s mother brings home eight narwhals, one of them being a pregnant 
female. Smilla’s mother cuts the belly. ”An angel-white, perfectly formed calf half a meter 
long slid out onto ice. ”(Hoeg). 

The image of the angel-while narwhal calf is a very striking one, just like the cruelty 
Smilla’s mother is forced to adopt. It is also the epitome of an identity quest. The angel is not 
one from above, but one emerging from the inner most layers of a maternal self. The opposite 
pole of Smilla’s quest is geometry. She understands crystals and she recognizes quickly all the 
inorganic forms in nature. She reads to Isaiah from the book on Euclidian geometry and the 
two of them can communicate meaningfully even over the denotative phrases she reads. 

Even as an expert in ice, a glaciologist, therefore a job more like that of her father, a 
Danish wealthy anesthetist and a scholar, Smilla continues to be a rebel. She receives little 
remuneration and relies on the aid for unemployment or on father’s sponsoring. But she has 
the freedom of not being committed to a system which can be subservient to corporation with 
criminal intentions, like that of Tork, whom she confronts in the last scene on the iceberg island. 

Treachery is put into practice in both novels in its most insidious forms. Yet the very 
existence of the two little boys casts hope on those who keep on loving (them). The two little 
boys with solemn, biblical names, Isaiah, irrespectively Veniamin, who leave traces 
irrespectively non-traces on the snow, are dead from the very onset of the plot as if they could 
not witness more of the evil conquering bit by bit the worlds in which they used to live. Their 
deaths threaten the survival of innocence in the world. 

Both novels go beyond the association of snow with purity. The metaphors are more 
complex and they play a part in the big scheme of the fiction. None of the stereotyped 
acceptations of snow function here, in these two refined novels. Snow becomes the opening 
not only to something hidden, but also to something mysterious and other-worldly. 

Thus, Hoeg‘s novel explores Smilla’s intuitive qualities of approaching the hidden 
realities of snow. It is a mystery crime novel. Snow is a revealer of a past crime, but this crime 
is chained with others, including the attempt to take Smilla’s life. However, the references to 
the other-worldly realities of the Danish novel analyzed here are more hints than transgressions. 
We, the readers, are not taken into the realm of supernatural elements to accompany the 
character as it happens in the latter novel contrasted here, Chifu’s 2004 novel. Smilla’s 
intuitions are kept realistic by the author. Yet there is a tinge of them bordering fantastic 
literature, or at least the category of paranormal. 

What gives Hoeg‘s novel a deep stamp of originality is the presence of the main 
character. But what moves the novel from one stage to another, if we leave aside the suspense 
and all the thriller ingredients is Smilla’s perceived sense of self. Her quest for truth and her 
quest for love assure the continuity of the self. 

Smilla is the only character able to ’’read” ice both as a scientist and as a human being 
in love with the poetry of nature. Smilla was born in Thule. For every European, this is the 
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outermost frontier. So it is for Smilla’s father, who came on a scientific mission and rested. 
Smilla’s star is nostalgia. This is something she has in common with her father, that is why 
their relationship can take the form of understanding. It is through this nostalgia after Thule 
that they communicate. A part of him is there, in the country of fogs, in the country of the ices. 
Yet, Smilla’s mother had to take the decision of becoming a hunter, then hunt like a man. 
Hunting means survival. It was her honest way of competing with nature. She died while Smilla 
was 6 during narwhal hunting and nothing could intervene between Smilla’s mother and her 
destiny. Mother would teach Smilla about the cruel side of nature. It is not fair but one should 
not try to cheat nature on purpose. Thus the narwhal becomes a symbol of a hidden circle of 
life and self. 

Crime against humanity and the global changes that affect the inhabitants of the 
Northern Pole set together so much destruction that it is hard to intervene. Smilla’s own bother 
commits suicide in the eighties. The novel evolves roughly around the year 1992, the date of 
novel publishing. Smilla is a 37-year-old woman, Isaiah is a 6-year-old neighboring boy, from 
Copenhagen’s district The White Cells. 

This aspect becomes visible once with Isaiah’s death. Isaiah is Smilla’s 6-year-old 
friend towards whom she acted like a mother-figure, for a short time, and with whom she got 
on very well since she sees in him ”a younger version of herself, a transplanted Greenlander ill 
at ease in Danish culture.’’(see Encyclopaedia on Miss Smilla’s Sense of Snow, retrieved 3 nov 
2015). 

Reading traces and histories. Peter Hoeg’s 1992 novel, Miss Smilla’s feeling for 
Snow, deals with the evil that tends to destruct millenary ways of life. The author has the 
courage to show the dark side of civilization. People forced out of their millenary harsh 
practices for survival might lose the very center of their existence. The book does not speak 
only about man’s destruction of nature, but also of a whole circuit to fuel destruction. Innocence 
is being killed even since the beginning of the novel. Shall Smilla, the misfit, be able to rescue 
it? 

On the other hand, after an opening scene that happens while some children play and 
go on sledges on the first of January 1956, Gabriel Chifu’s novel uncovers some glimpses into 
the mass killing happened in those years in the Eastern bloc, when no democratic protests could 
happen. Every sign of protest against communism, real or invented, was brutally repressed by 
the Securitate. Dennis Deletant’s excellent book proves the systematic ’’use of terror”. New 
evidences come to light in the process of communism within the Eastern bloc. The Romanian 
postwar communist regimes of Dej and Ceausescu relied heavily on falsification of evidences, 
mystification of documents, burial of proofs, mass graves, (see the books dedicated to this 
subject by Ruxandra Cesereanu and for the altered relationship to literature, Sanda Cordos). 
The ’’communist evil” is a disguised evil. The main problem is here its claim to legitimate 
something totally out of principles (Ioana Cistelecan:89). 

Experiments that happen on innocent people, without their will or consent, are a harsh 
reality of Peter Hoeg’s novel. The evil interferes when a mother succumbs from her role, 
namely Isaiah’s mother. She does not question why her boy is taken to the hospital every week 
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and the result of this visit is a sum of money. It is the unity with the mother that does not let 
Evil in, be it a social one, a political one or the onset of crimes. 

In Peter Hoeg’s novel, snow occurs in very unusual metaphors and very unusual 
constructions. We, the readers, realize that all that we have known about snow is very limited. 
The writer employs snow for different reasons. We are in the midst of a thriller, although it is 
hard to realize, given the complexity of the novel. Isaiah’s death has not been an accidental 
one. Smilla can read any type of footprints in the snow. The little boy might have tried to escape 
from the roof, he did not like heights and it is sure that he had not climbed up to play, she 
knows his habits better that his own alcoholic mother. But these questions and their reclaiming 
of answers shall unfold later. In the very first scene of the novel, the author is preoccupied with 
grief, loss and coping. Isaiah’s tomb projects an engulfing darkness over the whole month of 
December and Smilla tells us, the readers, that she feels the cold of Denmark as colder than 
that of Thule. It is not the temperature that matters, but perception. 

Given Isaiah’s position on the ground, snow becomes a window to subterraneous 
worlds. Hidden realities are there. But also hidden, unknown reasons that have led to mass 
killing. The end of the novel shall bring forward the case of an arctic worm deliberately sent to 
infest other waters and find other hosts and therefore kill many people. Some of victims are 
selected on purpose other are killed at random. It is more that the outcome of a corporate world, 
it is also the result of a world without hope. Smilla’s ’’sense of snow”, however, is always 
associated with hope. 

Conclusions. Towards the final confrontation of the novel, a confrontation whose 
resolution is unknown, can only be guessed, mother’s presence is linked to the way she used a 
mirror in front of candles, to multiply them, thus by enlarging the space and giving it the 
qualities of another realm, maybe of a fairy tale land. Smilla finds herself in a cave, lit by fire, 
confronting the criminal, and she has the impression of being in a cathedral. An unusual 
woman, a person who had never told a lie, with her hair ’’pulled into a bun at the nape of her 
neck”, a person for whom Thule is the homeland, not the outermost frontier, Smilla’s mother 
is the most beautiful woman seen by her. 

The other novel is placed in the 1950s. As so many facts were mystified by Securitate, 
an honest appraisal of the Romanian Gulag was possible only after 1989. 

The novel refers to the phenomenon of partisan armed resistance against communism, 
as Veniamin’s brother, Victor, is one of the victims. Also the labour camp where Veniamin’s 
father is being sent has a big role. Vlad, Veniamin’s brother with a poetic talent, becomes 
acclaimed at the price that he cannot stand torture and becomes an informer, betraying his 
mother, after the other brother, Victor the partisan, is caught and killed. 

Smilla and Isaiah (himself of Inuit origin) are two people for whom living in truth means 
more than living a life, means living a life worth living for. The powerful association revealed 
by both novels analyzed here is snow as a revealer of truth. The characters can bear the 
harshness of truth just the same as they can bear the harshness of life. The snow is both a 
revealer of past crimes (or future crimes of the Securitate in the latter novel) but also an opening 
to other dimensions of reality. In Peter Hocg’s novel snow means the continuity of Smilla’s 
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perceived self, the quest for truth and the quest for love. In Gabriel Chifu’s novel snow is the 
opening to the realm of invisibleness and to a supernatural dimension of reality. 
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VARIOUS ’’VOICES” IN MESTERUL MANOLE BY LUCIAN BLAGA 1 
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Paraschiva Negru, ”1 Decembrie 1918” University of Alba-Iulia 


Abstract: There are several characters with a brief appearance in the history of the drama, 
thus having an apparent minor significance in designing the play. They seem to be mere 
“working tools” for the playwright. However when relating them to the major issues of the 
literary product and if integrating them in a larger vision of the whole creation of the author 
their significance and role can be outlined in a more adequate manner. The Herald may stand 
for the impossibility of the common man to understand the drama of the artist, for the 
incapacity of a mediocre person to assimilate the aspirations of the genius. The Second Carter 
is a good opportunity to express the middle-ages relations between the Orthodoxy of the 
Romanians and the Lutheranism of the Saxons in Transylvania, the Protestantism and the 
whole religious Reform having been rejected naturally by the Romanian people. The Third 
Carter is the pretext to express in an artistic manner a historical reality, i.e. the major role 
Targoviyte played as a spiritual focal point for the Romanian middle-ages Orthodoxy, but also 
as a centre for the religious printings in Romanian or Slavonic languages. Also one can 
distinguish the suggestion of a light irony on the behalf of the author with regards to the human 
prosaic hypostasis of the Romanian Orthodox priests when associating their two fundamental 
habits, anointing the priests and taking care of their own housekeeping. The Voivode is an 
image of a person with a subtle, diplomatic intelligence that leaves room for a waggish wit. He 
is fully aware of his condition as patron of church building. He hesitates between two decisions 
he should make concerning Manole the Craftsman: either to highly praise the artist, the creator 
or to sentence to death the human murderer. Whichever decision he would make, he knows 
very well his prerogative as a ruler is absolute and supreme, the middle-ages autocracy 
allowing him anything. Having a refined spirit, the Voivode understands from the very 
beginning both the superlative features of the creation and the sacrifice of the creator. His 
attitude seems to be benevolent, conciliatoiy, as he is very satisfied with the “gift” of the 
Masons - in his view the church belongs both to the ruler and to God. It becomes obvious the 
Voivode urges Manole to enjoy the “fruit of his endeavor and of his hands”. He forgives 
Manole, having been convinced that at the Last Judgment the church Manole has built would 
exculpate him of all sins. After Manole commits suicide the Voivode pays him the proper 
respect. The whole portrait configures the Voivode as an exceptional ambassador of his people, 
at afar distance from the bloody figure portrayed in some variants of the folk ballad, closer to 
the real historical character, the benefactor of the Argey Monastery, Neagoe. 

Keywords: carter, church, creator, herald, Orthodoxy, role, voivode. 


1 Fragment revizuit din volumul Lucian Bagiu, Lucian Blaga si teatrul. Eseu despre absolutul estetic, Iasi, 
Editura Tipo Moldova, 2014, ISBN 978-606-676-496-4, p. 192-200. 
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Mai multe personaje ale piesei au aparipi episodice §i insemnatate minora in 
configurarea piesei. Ele sunt simple „instrumente de lucru” ale dramaturgului. Le analizam 
rclaponandu-lc la premisele majore ale operei in discupc §i integrandu-le, pe cat posibil, 
viziunii de ansamblu a intregii crcapi a autorului. 

Solul apare intr-un moment de impas al construcpci, iar vestea adusa de la Voda nu este 
deloc imbucuratoare („Voda de la un timp tot a§a spune: alp domni au nebuni de curte, eu am 
pe Manole”; „Voda vrea rodul. (...) Locul e pentru totdeauna hotarat. Altul nu se va mai alege, 
caci am ramane de pomina in cronici, care nu pier deodata cu cenu§a noastra pacatoasa”, II, 2). 
In fond rolul Solului ramane acela de a transmite ultimatumul din partea domnitorului („Voda 
va mai daruiestc tot ce poate pentru o singura incercare”, II, 2). In afara acestui rol, se 
individualizeaza prin ridiculizarea lui Manole, dand glas astfel receptarii tot mai acut sarcastice 
a acpunilor me§terului („In trei zile, nastru§nic cum csti, o sa-i tragi domnului o nazbatie de 
Pacala. Daca e§ti islet, mai pop sa ajungi ceva in viata asta nefolositoare, Manole. Voda ar li 
in stare sa te faca nedisputata capetenie peste zanatici §i pacalici”, II, 2). Se exprima aici 
nein(elegerea de catre omul comun a dramei artistului, incapacitatea mcdiocritapi de a asimila 
aspirapile omului de geniu. Tot Solul ii transmite, ca initiati va personala, horoscopul din partea 
„cititorului de ocheane al curpi”, care avertizeaza anticipativ: „Asta inseamna ca csti primejdie 
pentru neamul femeiesc” (II, 2). 

intaiul caraus are o aparipc singulara, unica sa replica, „Porunci(i!” (IV, 3), fiind 
adresata celui de-Al treilea zidar, care tocmai ii chemase pe Cei trei carausi pentru a le da 
ordinul de plecare catre trei targuri medievale. Reiese, din replica celui de-Al treilea zidar, ca 
Intaiul caraus urma sa piece la Brasov, unde urma sa negustoreasca nu cu „scheii gure§i”, ci cu 
saxonii cinstip, diferite materiale necesare construcpci bisericii: „aduci piele, lemn de stejar 
uscat in cuptoare de me§te§ug, forme, scoabe de Tier, cuie mari §i mici; stranele le taiem aici, 
pentru catapeteasma uleiuri, zugravclngc, cu par de mistrcti cele lungi, cu fire de coama cele 
scurte, si nu uita matasa. Toate astea pentru biserica. Pentru nevoile pivnitclor, nu uita pucioasa 
in forma de turte” (IV, 3). 

Al doilea carau§ are de asemenea o aparipc singulara, unica sa replica, „Eu la Sibiu” 
(IV, 3), fiind adresata celui de-Al treilea zidar, care tocmai ii chemase pe Cei trei carau§i pentru 
a le da ordinul de plecare catre trei targuri medievale. Reiese, din replica celui de-Al treilea 
zidar, ca Al doilea carau§ urma sa procure clopote §i vopsele, dar nu oricare: „De la Sibiu, de 
la turnatorie clopote, sa nu fie cu semne papista§e§ti, cum ar fi bunaoara inima incercuita cu 
spin. Dar pot sa aiba semn: Hristos culcat intr-un potir. Urechea p-c buna, incearca-le sunetul, 
sa se potriveasca aerului de-aici. fine minte: aerul de-aici - duhul clcstarului. Pe urma intoarce- 
te; asa - vezi culorile lumii noastre? Toate din soare sunt. La fel sa fie culorile pe care le 
cumperi. incearca-le si aseamana-le totdeauna cu cele curate din braul ploilor” (IV, 3). Revine 
aici o preocupare majora a autorului, exprimata deja artistic in Tulburarea apelor, aceea a 
raporturilor medievale dintre ortodoxismul romanilor si luteranismul sa§ilor transilvaneni, 
protestantismul §i Reforma religioasa in general fiind recuzate organic de poporul roman: 
„Totu§i, §i acest lucru s-a putut vedea si in timpul Reformei, credincio§ii ortodocsi manifesta 
o categorica rezerva fa|a de orice incercare de a li se schimba crcdinta sau chiar si numai un 
articol al marturisirii lor, sau chiar si numai ceva din randuielile rituale. Credin(a este la ei un 
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corp aproape tabu, si anume chiar in «litera» ei, in materialitatea ei. (...) Aceasta alipire la 
«cuvant» §i «litera» isi are originea in gandirea magica, in indepartate strafunduri istorice” 2 . 
Acestea de§i eseistul Blaga si-ar li dorit o autohtonizare a cre§tinismului in contextul 
reformelor religioase central europene 3 . 

A1 treilea caraus de asemenea o aparitje singulara, unica sa replica, „Eu la Targovistc” 
(IV, 3), fiind adresata celui de-Al treilea zidar, care tocmai ii chemase pe Cei trei carau§i pentru 
a le da ordinul de plecare catre trei targuri medievale. Reiese, din replica celui de-Al treilea 
zidar, ca A1 treilea caraus, spre difcrenta de primii doi, nu urma sa negustoreasca nimic, ei sa 
se ingrijeasca de cele sfinte: „La Targovistc ceri binecuvantare cre§tineasca. Odajdii ai de adus 
§i carfi. Daca vladica nu-i acolo, il gase§ti la mo§ia lui, sfmfind popi §i pazind dobitoace” (IV, 
3). Reiese de aici receptarea §i exprimarea artistica a unui adevar istoric, acela al rolului major 
pe care 1-a avut Targovistc ca centru spiritual al ortodoxismului romanesc medieval, dar si ca 
centru al tipariturilor religioase in limba slavona sau romana. Dincolo de aceasta se poate 
distinge §i sugestia unei u§oare note de ironie a autorului cu privire la ipostaza omeneasca 
prozaica a clericilor romani ortodoc§i, prin asocierea celor doua ocupatjilor fundamental ale 
vladicii valahe, sfintirca preofilor §i ingrijirea gospodariei. Laicizarea fefelor biserice§ti este o 
constants a dramaturgiei lui Blaga, de la Popa din Tulburarea apelor pana la Popa Pacala din 
Avrarn Iancu. 

Cei trei carausi apar ca personaj colectiv cu o replica unica, „Am infeles” (IV, 3), 
adresata celui de-Al treilea zidar, care tocmai le indicase misiunea ce urmau sa o indeplineasca 
in cele trei targuri medievale, Sibiu, Brasov si Targoviste. 

Grupul de femei are o aparitic singulara si lipsita de replica, pur joe scenic: „Se-ntoarce, 
privind la ziduri, parca ar vedea biserica intreaga: dispare in fund” (IV, 2). Sunt caracterizate 
de primii trei Zidari, intaiul zidar fiind primul si cel tnai fidel observator si interpret al rcactjilor 
grupului de fete si femei care vin „de prin fara” pentru a vedea constructja mesterilor: „Vin 
starnite ca de-o primejdie de veac, si, in spaima lor de necunoscutul barbat, se cred miresele 
mortii”; „Toate-si inchipuie cu infricosare ca suntem mai tari decat iubirea noastra, dar aici, 
langa schelele infaptuirei, se pare ca ele intclcg mai mult decat au putut sa intclcaga langa 
vatra” (IV, 2). Eugen Todoran interpreteaza astfel scena: „Imaginea aceasta intregeste legenda 
populara in spiritul stravechi al mitului, ca raspuns la intrebarea de ce la temelia zidirii o femeie 
este sacrificata, sau altfel spus, de ce omul este creator numai raspunzand iubirii pamantesti, 
intr-o pasiune care infringe blestemul puterilor necunoscute” 4 . 

Voda are o aparitje tarzie in istoria dramei, dupa ce biserica a fost inalfata: „inalt, gras, 
usor, cu toata greutatea...” (V, 3). „...voievodul are un rol cu totul episodic - si nu intamplator 
intr-o dramatizare care ofera mitului creafiei o linie si mai pura decat balada” 5 . Din schimbul 
de replici cu Baiatul de curte se desprinde imaginea unei personal itap de inteligenfa fina, 
subtila, diplomats, care nu recuza insa un spirit usor sugubcf. Avand asimilata in inalt grad 


2 Lucian Blaga, Opere 12. Gandirea romaneasca in Transilvania in secolul al XVIII-lea. Edifie 
coordonata de Dorli Blaga, Bucure§ti, Editura Minerva, 1995, p. 18. 

3 Lucian Blaga, Isus-pamdntul, reprodus in vol. Isvoade. Eseuri, conferinfe, articole. Edifie ingrijita de 
Dorli Blaga §i Petre Nicolau, p re fa (a de George Gana, Bucure^ti, Editura Minerva, 1972, p. 216-217. 

4 Eugen Todoran, Lucian Blaga. Mitul dramatic , Timisoara, Editura Facia, 1985, p. 112. 

5 Gh. Ciompec, Motivul creapeiin Uteratura romana, Bucuresti, Editura Minerva, 1979, p. 133. 
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con§tiin|a statutului sau de ctitor al bisericii, se simte surprins intre doua variante antagonice 
ale unei decizii pe care trebuie sa o ia in ceea ce-1 prive§te pe Me§terul Manole: sa-1 
proslaveasca la justa sa valoare pe artistul creator, sau sa ll condamne la moarte pe omul uciga§. 
Insa orice opliune ar adopta, Stic ca prerogativul sau de domnitor este absolut si suprem, 
autocrapa medievala permitandu-i orice („Ce gande§te Voda, e treaba mea”, V, 3). Spirit 
rafinat, Voda in|elege de la bun inceput deopotriva caracterul superlativ al crcatici, („Asta-i tot 
asa de neindoios o minune pe cat sunt eu de voievod”), cat si sacrificiul creatorului („Strasnic 
om, Manole asta! Sufletul nu §i 1-a cru|at...”, V, 3). Atitudinea sa pare a fi una binevoitoare, 
concilianta, fiind foarte mult,umit de „darul” Zidarilor, pe care il percepe ca fiind deopotriva al 
domnitorului §i al Domnului („Scris este: sa dap lui Dumnezeu ce-i al lui Dumnezeu, §i 
voievodului ce e a voievodului. Voi ati facut amandoua lucrurile cu o singura fapta. imi voi da 
silin|a sa nu ma cert cu El pentru darul vostru”, V, 3). In schimbul de replici cu Mcstcrul este 
evident ca Voda il indeamna pe Manole sa se bucure de „rodul muncii §i al mainilor sale”. 
Finalmente Voda sugereaza destul de transparent ca il iarta pe Manole de orice vina („Eu uit 
comorile prapadite, rautatea curtenilor si uneltirile altora”), convins fiind ca la judecata din 
urma biserica infaptuita de Me§ter ii va disculpa toate pacatele. Verdictul sau este explicit: 
Voda porunce§te §i lui Manole sa traiasca, sa se bucure de darnicia noastra fara stars it” (V, 3). 
Dupa ce Me§terul se sinucide, Voda e primul care „i§i descopera capul” (V, 4), acordandu-i 
respectul cuvenit. 

Intregul portret citit printre randuri, la care se adauga o replica ostentativa a 
domnitorului, referitoare la biserica §i la crcdinpi pe care o reprezinta, „E cea mai frumoasa in 
toata credinta rasaritului, adica in singura dreapta-crcdinta” (V, 3), il configureaza ca 
reprezentant de cxceptic al neamului sau, departe de figura sangeroasa sugerata in unele 
variante §i interpretari ale baladei populare, mai apropiat eventual de personajul istoric real, 
ctitorul Monastirii Arge§ului, Neagoe. 

Intaiul boier este parte a alaiului domnitorului sosit la locul infaptuirii bisericii. Apari^ie 
singulara, in ultima scena, dar semnificativa, din replica sa intclegcm ca inainte de a vedea 
ctitoria Voda fusese convins sa il pedepseasca pe Me§ter: „Ca intclcsul si hotararea nu ne fu 
astfel”; §i, mai important, il constrange pe Voda sa i§i schimbe atitudinea binevoitoare §i 
concilianta fa|a de Manole, folosindu-se de o logica meschina, dar plauzibila, atestata ca reala 
in intunecatul Ev Mediu european, cand mcstcrul era adeseori ucis la locul construcpei pentru 
a nu divulga secretul crcapci sau a nu reitera mcstcsugul 6 : „In sterna, biserica aceasta vei lua- 
o in zadar, caci, scapat de aici, Manole va putea oricand un altar si mai frumos sa infaptuiasca. 
Dealtfel, singur s-a sumcpt lucratorilor ca inca o fapta il mai a§teapta. Astfel se pregaleste el 
sa-fi batjocoreasca comorile de§ertate si sa iasa din cuvant!” (V, 4). Evident, intaiul boier nu 
intclege la care anume fapta se referise Manole, doar Gaman intuicstc ca Mcstcrul intentiona 
sa se sinucida. intaiul boier exprima indirect §i inlclegcrca operei artistice a Mcstcrului ca act 
creativ individual, determinat prin liberul arbitru, pe care Manole 1-ar folosi intr-o imaginara 


6 Vezi §i Mircea Eliade, Comentarii la Legenda Me§terului Manole, in voi. Mextend Manole. Studii de 
etnologie §i mitologie. Editie note de Magda Ursache §i Petru Ursache. Studiu introductiv de Petru 
Ursache, Ia§i, Editura Junimea, 1992., p. 78-79. 
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confruntare tocmai cu transcendenja: „Auzip-l cum trage clopotul - cumplit §i fSrS smerenie, 
pared s-ar certa cu cerul!” (V, 4). Boierul gre§e§te cand ii confers Me^terului statutul 
supraomului lui Nietzsche, dar nu face decat sS asigure si expresia unui posibil mod de 
interpretare a creapei artistice. intaiul boier este si cel care incitS „robii pSmantului” sa il 
zSvorascS pe Me§ter in turlS, pentru a nu le scSpa celor ce ii doreau osanda. 

A1 doilea boier este si el parte a alaiului domnesc sosit la locul bisericii inSpate. Aparitic 
singulara, reia in fata lui VodS acuza de omucidere la adresa lui Manole: „Dar el a ucis un gand 
blestemat, §i asta nu-i o ghicitoare. MSria-ta, avem pravili care nu trebuie incSlcate!” (V, 4). A1 
treilea boier de asemenea. Aparitic pur conjuncturalS §i singulars. Reia acuzapa de omucidere 
formulatS de A1 doilea boier: „A invins stihiile cu omor, si fapta lui strigS la cer!” (V, 4). Un 
„Alt boier” are o aparitic pur conjuncturala. In baza acuzei de omucidere formulate de A1 doilea 
boier si intSritS de A1 treilea boier, cere imperios pedepsirea vinovatului Manole: ,,Rostcstc 
osanda, maria-ta!!” (V, 4). Un Alt boier, nu neapSrat primul, cere explicit curmarea victii lui 
Manole, reluand acuza de omucidere adusS acestuia: „fSrSdelegea neispS§itS va atrage 
blestemul asupra tuturor!” (V, 4). 

intaiul cSlugSr face parte din alaiul domnesc sosit la locul unde fusese inaltata biserica. 
AsigurS, printr-o interpretare proprie a prorocirii biblice, receptarea operei artistice a lui 
Manole ca spapu de celebrarea a Diavolului: „S-a prorocit cS va veni cu infSp§are mare §i cu 
semne strSlucite, dar dinSuntra va II pildS de stricSciune. lata, acesta e intaiul lSca§ al lui 
Anticrist!” (V, 4). Tot el incearcS primul sa domoleascS revolta Mulpmii, dojenind-o in logica 
obscurantismului religios: „Cine a mai vSzut mSdulare rSsculandu-se impotriva trupului din 
care fac parte? (...) Cine ridicS glasul impotriva mumei fara de trap, din care a doua oarS ne- 
am nSscut?” (V, 4). „Un calugar” este unul dintre calugarii sosifi in alaiul domnitorului la locul 
ctitoriei. Aparitic pur incidentals, exclamand: „Se-mpotrive§te cracii!” (V, Scena 3) cand 
Manole il opre§te initial pe Bogumil sS il binecuvanteze. Sub acccasi denumire revine un 
personaj, nu neapSrat acela§i, avand insS aceea§i obsesie („Manole s-a impotrivit cracii!”, V, 
4), de§i intre timp Mestcrul ceruse binecuvantarea starejului Bogumil. 

„Boicrii §i cSlugSrii” este un personaj colectiv initial lipsit de replies, simplS prezen|S 
si vag joc scenic, sositj, ca parte a alaiului domnitorului, la locul construct.ici infSptuite. Cand 
Manole renegS crcdinta, ace§tia „se miscS a amenintarc, apropiindu-se”, iar cand VodS 
sugereazS cS il disculpS pe Me§ter in pofida opozipci curtenilor „se uitS cu intclcs unii la alpi” 
(V, 3). Finalmente ii vor cere lui VodS in cor, imperios, de douS ori, „Osanda!!” §i explicit 
„Moarte clSditorului!”, referindu-se la Me§teral acuzat de omucidere (V, 4). in opozipe cu 
Mulpmea, se configureazS ca personaj colectiv ostil lui Manole, dar dupS sinuciderea acestuia 
inclusiv Boierii §i CSlugSrii „isi descoperS capul”, sugerand cS postmortem il vor prejui drept 
pe mestcrul de geniu. 

„Mulpmea”: suflarea omeneascS adunatS la locul constracpei, popor sosit o datS cu 
alaiul domnesc sau independent de acesta, insS neincluzand CSlugSrii §i Boierii, alt personaj 
colectiv fatS de care se disociazS prin opozipe. Inipal aparipc fSrS replied, „murmurS impotriva 
boierilor” care ceraserS pedepsirea lui Manole pentru omucidere, iar, cand VodS pare a inclina 
balan(a cStre osandirea Me§terului, Mulpmea protesteazS (atis („Nu, nu se poate!”), mania lor 
indreptandu-se in special cStre vija nobilS („in tulburare crescandS spre boieri: Nu, nu se poate! 
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Ce vor! Nu se poate! Cine sunt? Nu se poate!”, pana la a recuza clasa conducatoare: „Alt sfat, 
alt sobor! Acesta sapiece! Acesta sa se intoarca!”, V, 4). Mul|imea anonima, plebea este, dintre 
personajele exterioare dramei, sosite dupa inallarea bisericii, cel care se situeaza statornic de 
partea Me§terului. Tot Mulpmca exprima §i receptarea estetica a creapei Mestcrului, dincolo 
de valorificarea ei ca bun religios sau ctitorie domneasca de catre alte personaje („Nu, nu se 
poate! Manole, me§terul neasemanat, trebuie sa traiasca! Nu, nu se poate! (...) Noi strigam, 
boierii urla, noi aparam, calugarii osandesc - loti suntem jos, Manole singur e sus, singur 
deasupra noastra, deasupra bisericii!”, V, 4). Prin intermediul Mulpmii este exprimata si 
receptarea lui Manole ca artist de geniu, „mcstcrul neasemanat”. Insa Manole nu se situeaza ca 
om „deasupra” crcapci sale, ci este stapanit si neantizat de aceasta. „Deasupra” operei va 
supraviejui eventual ca artist, doar in masura in care admirand o opera de arta admiram implicit 
in aceasta §i pe creatorul ei. Multimea incearca sa il opreasca pe Mester din gestul sau iminent 
de sinucidere. 

Baiatul de curte este o aparitic conjuncturala §i singulara, sosit o data cu alaiul 
domnitorului la locul constructici implinite, dar se detascaza prin cele trei replici ca spirit subtil, 
inteligenja sireata §i diplomats, neezitand sa incline balan(a judecarii lui Manole de catre Voda 
in favoarea mestcrului, sau ghicind ca acesta era oricum gandul domnitorului: „in locul mariei- 
tale, a§ da afara din calindar un sfant §i-a§ pune in locu-i numele lui Manole” (V, 3). „... in 
penultima scena a piesei, eroarea judecarii eroului dupa convcntiile §i obi§nuin(ele cotidiene 
este spulberata de vocea nevinovata a unui copil (ca in cunoscutul basm povestit de Hans 
Cristian Andersen); pentru con§tiin(a pura (nefalsificata de convcntii), Manole nu e culpabil, 
ci este un martir; fapta lui nu trebuie pedepsita, ci sanctificata” 7 . 
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LA POLITESSE ET SES APPARENCES TROMPEUSES DANS LA 
LITTERATURE FRANCA IS E DUXVII E SIECLE 

Diana Rinciog 

Assoc. Prof., PhD, Petroleum-Gas University of Ploiesti 


Abstract: Politeness is a favourite topic in the seventeenth century literature, for example when 
the moralists (La Bruy ere, La Rochefoucauld, La Fontaine) highlight it as a superior virtue of 
the mind. Being polite was a sine qua non requirement for the honnete homme in classicism, 
but politeness represents in general what distinguishes people's attitude, what lends them a 
courteous and genteel air towards the others. If politeness is accompanied by sincerity, it 
becomes a superior virtue of the mind which is commended by the wise. If politeness, however, 
has hiddden intentions due to a mean plan to obtain some advantages through it, then it is 
called 'flattery' or 'hypocrisy' and it becomes daunting - all of La Fontaine's Fables and La 
Rochefoucauld's Maxims prove this. 

Nowadays, politeness is more and more claimed by all sorts of social and professional 
environments, but it is sometimes absent or concealed in a very discouraging way. Young 
people's politeness - is that utopic? Peasants' politeness - is it going extinct? These are 
questions to which the present article seeks to provide an answer. To a certain extent, the 
paper also makes a comparison with the Romanian/ European literature and paremiology. 

Keywords: politeness, sincerity, virtue, hypocrisy, flattery. 


La politesse est la premiere et la plus engageante de toutes les vertus sociales. 

(J.Locke, Quelques pensees sur l ’education) 

La politesse est un sujet privilegie dans la litterature du XVII e siecle, ou les moralistes 
(La Bruyere, La Rochefoucauld, La Fontaine) la mettent en evidence comme une vertu 
superieure de l’esprit. Etre poli c’etait une chose sine qua non pour l’honnete homme de 
l’epoque classique, mais la politesse represente en general ce qui distingue l’attitude des gens, 
leur donne ce parfum de la bonne volonte, de Fair courtois envers les autres. Si la politesse est 
accompagnee de la sincerite, elle devient cette vertu superieure de l’esprit, honoree par les 
sages. Si la politesse a des intentions cachees, issues du calcul mesquin d’obtenir des avantages, 
alors elle s’appelle « flatterie » ou «hypocrisie » et devient vraiment redoutable - toutes les 
Fables de La Fontaine ou les Maximes de La Rochefoucauld le demontrent. 

Le sujet est vraiment passionnant pour n’importe quelle epoque, mais au XVII e siecle 
la politesse il etait fascinant, parce que F etiquette de la cour imposait une attitude digne, 
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equilibree, voire hautaine. Parmi les moralistes, c’est La Bruyere qui consacre de belles phrases 
a la politesse. Prenons le paragraphe 32 du chapitre « De la societe et de la conversation »' : 

La politesse n’inspire pas toujours la bonte, l’equite, la complaisance, la gratitude ; elle 
en donne du moins les apparences, et fait paraitre l’homme au dehors comme il devrait etre 
interieurement. L’on peut dellnir 1’esprit de politesse, l’on ne peut en fixer la pratique : elle 
suit l’usage et les coutumes re?ues ; elle est attachee aux temps, aux lieux, aux personnes, et 
n’est point la meme dans les deux sexes, ni dans les differentes conditions ; l’esprit tout seul 
ne la fait pas deviner ; il fait qu’on la suit par imitation, et que l’on s’y perfectionne. II y a des 
temperaments qui ne sont susceptibles que de la politesse ; et il y en a d’autres qui ne servent 
qu’aux grands talents, ou a une vertu solide. Il est vrai que les manieres polies donnent cours 
au merite, et le rendent agreable ; et qu’il faut avoir de bien eminentes qualites pour se soutenir 
sans la politesse. Il me semble que l’esprit de politesse est une certaine attention a faire que par 
nos paroles et par nos manieres les autres soient contents de nous et d’eux-memes. 

A notre avis, la definition donnee par La Bruyere a l’esprit de politesse est l’une des 
plus complexes qu’on puisse imaginer, visant l’interieur comme l’exterieur de l’homme. 
Evidemment, l’exterieur est ce qu’on peut constater chacun chez l’autrui, mais l’ecrivain parle 
aussi des apparences qui sont souvent trompeuses. Et puis la politesse c’est une coutume, une 
deuxieme nature dirait Pascal. La Bruyere voit tous les aspects du probleme, il devoile meme 
l’attitude calculee, hypocrite de certains qui font des compliments avec l’espoir d’en recevoir 
a leur tour, comme un commerce. La politesse, une marchandise subtile ou simplement utile? 
Un echange diplomatique ? Un vemis de la societe ? C’est ici la difference entre les valeurs 
authentiques et le simulacre de vertu : « L’on dit a la cour du bien de quelqu’un pour deux 
raisons : la premiere, afin qu’il apprenne que nous disons du bien de lui; la seconde, afin qu’il 
en dise de nous. » 1 2 Le style de l’ecrivain met en evidence l’idee de symetrie, de reciprocity. 

Ailleurs, le moraliste suggere qu’il faut maitriser un arsenal de mots adequats, meme 
« des phrases toutes faites, que l’on prend comme dans un magasin», done la politesse s’attache 
au cliche, aux formules stereotypees, deja employees, deja verifiees. Pas d’authentique, pas de 
valeur. Mais l’effet est garanti, c’est le compliment a cible sure. 

Les criteres selon lesquels on definit la politesse peuvent concemer Page des personnes, 
chaque generation ayant un profil particulier en ce sens. On le dit souvent: la politesse a 
l’epoque de nos parents ou grands-parents - en effet, d’autres formules, d’autres gestes, 
d’autres coutumes. Aux jeunes tout cela peut paraitre desuet. Meme a l’interieur de la famille, 
la politesse a des nuances differentes, dans la maniere de s’adresser aux parents, aux freres 
aines, etc., en fonction de la region, du milieu urbain ou rural, du degre d’education, du respect 
de la tradition. La politesse est en effet un miroir ou l’on voit les autres reagir a nos paroles, a 
nos gestes. Nous adherons a l’idee de La Bruyere, conformement a laquelle l’honnetete, les 
egards et la politesse des personnes avancees en age de l’un et 1’autre sexe donnent bonne 
opinion de ce qu’on appelle « le vieux temps » 3 . 


1 La Bruyere, Les Caracteres, Paris, Flammarion, 1965, p.157. 

2 Ibid, p.210 

3 Ibid., p.320. 
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Selon Pascal, la nature originelle de l’homme est de dissimuler, « l’homme n’est done 
que deguisement, et en soi-meme et a l’egard des autres. II ne veut done pas qu’on lui dise la 
verite. II evite de la dire aux autres ; et toutes ces dispositions, si eloignees de la justice et de la 
raison, ont une racine naturelle dans son coeur ». 4 

Les proverbes mettent en relief la politesse comme une vertu specifique de rhomme, 
capable de penser, de parler avec sagesse. En general, e’est une strategic dont le succes est 
certain. Voila quelques-uns des proverbes les plus suggestifs 5 : 

II y a dans la politesse charme et profit. (Euripide, Hippolyte ) 

La politesse est une clef d’or qui ouvre toutes les portes. (proverbe general) 

On va plus loin le chapeau a la main que le chapeau a la tete. (proverbe general) 
La politesse est a l’esprit ce que la grace est au visage. (Voltaire, Stances ) 

On demande le parfum a la fleur et a l’homme la politesse. (proverbe indien) 
Un demon poli vaut mieux qu’un saint grassier, (proverbe libanais) 

La politesse est une monnaie qui enrichit non point celui qui la re 9 oit, mais celui qui la 
depense. (proverbe persan) 

La plus grande politesse est l’honnetete. (proverbe americain) 

L’imagination populaire ou bien celle des ecrivains est la premisse de la creation des 
plus belles definitions de la politesse - les metaphores (« fleur », « clef d’or », « monnaie »), 
ou les comparaisons (« politesse/grace », « demon poli/saint grassier ») temoignent de la 
valeur exceptionnelle que cette vertu humaine a aux yeux de tout le monde. Une monnaie qui 
enrichit celui qui la depense, nous semble une tres belle image du paradoxe represente par les 
gens polis. C’est la meme chose que la generosite : le don rejouit surtout celui qui le fait, 
davantage que celui qui en beneficie. 

Dans les Maximes de La Rochefoucauld nous trouvons une phrase memorable, dans le 
style lapidaire propre a cet ecrivain : « La politesse de l’esprit consiste a penser des choses 
honnetes et delicates. » 6 

En ce qui concerne les proverbes roumains, mentionnons, par exemple, « La politesse 
est la qualite de l’homme bien eduque. », « En parlant poliment ce n’est pas un effort, mais 
peut etre bien utile », « La politesse ouvre les portes des mediants, tout comme a ceux qui sont 
bons », « Un refus poli est meilleur qu’une faveur grossiere », « La politesse ne coute rien et 
gagne tout. », « La politesse fait durer l’amour ». 

En roumain, nous avons de belles images et sonorites, souvent avec la rime ; l’epithete 
ajoutee au mot « parole » (« vorba », en roumain) est toujours suggestive pour le succes et la 
premisse de celui-ci: 

Vorba dulce mult aduce. 

Cu vorbe dulci mai multa paine mananci. 

Vorba bund mult aduna. 

Vorba dulce oase frange. 


4 Pascal, Pensees, Paris, Ed. Jean-Claude Lattes, 1995, p. 53. 

5 Maurice Maloux, Dictionnaire des proverbes,sentences et maximes, Larousse, 2009, p. 416. 

6 La Rochefoucauld, Maximes, Paris, Flammarion, 1977, p. 54. 
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Cuvantul bun unge si cel rau impunge. 

Mais on trouve aussi chez les ecrivains des maximes sur la politesse : 

Si nous ne pouvons pas etre genereux, essayons au moins d’etre polis. (Nicolae 
Steinhardt) 7 

La politesse est la soeur de 1’amour. (Francis de Assisi) 

La politesse reside dans l’oubli de soi-meme en faveur des autres.(Balzac) 

La politesse est pour 1’esprit ce que la beaute est pour le visage : une icone de la 
bonte.(Voltaire) 

Un livre classique qui semble etre ecrit dans une atmosphere d’elegance et de politesse 
de l’esprit est celui de Madame de La Fayette, La Princesse de Cleves. C’est une vraie 
demonstration concernant les vertus sociales, celles acceptees a la cour de Flenri II. Meme la 
premiere phrase du roman le prouve : «La magnificence et la galanterie n’ont jamais paru en 
France avec tant d’eclat que dans les demieres annees du regne de Henri second.» En tout cas, 
ecrit l’auteure, « Fambition et la galanterie etaient Fame de cette cour, et occupaient egalement 
les hommes et les femmes. » 8 

Pour ce qui est de La Fontaine, nous pourrions mentionner au moins deux fables qui 
montrent les pieges de la soi-disant politesse : Le Corbeau et le Renard et Le Renard et la 
Cigogne. En effet, ce vernis de politesse est en realite une flatterie efficace. L’histoire est bien 
connue, et la morale reste imperissable, comme « ame » de la fable, tandis que le texte est « le 
corps », plus vulnerable du point de vue linguistique, mais aussi resistant. Nous evoquons une 
tres belle lccon a la campagne, ou des eleves avaient peint eux-memes une scene de la fable du 
corbeau et du renard, notant en bas du dessin la morale : « Apprenez que tout flattcur/Vit aux 
depens de celui qui Fecoute ». C’est un marchandage cet echange de compliments, dont tous 
les moralistes parlent, avec ironie et amertume, avec lucidite aussi. Pour Fautre texte evoquant 
le sujet de la politesse, les vers sont si inspires : 

A l’heure dite, il courut au logis 

De la Cigogne son hotesse ; 

Loua tres-fort la politesse ; 

Trouva le diner cuit a point [...] 9 

La morale n’est plus moins sugestive et utile a la fois : 

Trompeurs, c’est pour vous que j’ecris : 

Attendez-vous a la pareille. 

Dans les pieces de Moliere aussi, nous avons le sujet de la politesse traite sous de 
differents volets, plus ou moins explicites, mais dans le texte Le Misanthrope la politesse est 


7 Notre traduction pour les citations des ecrivains, si nous les avons trouvees en roumain, mais aussi pour 
les proverbes autochtones. 

8 Madame de La Fayette, La Princesse de Cleves, Editions Jean-Claude Lattes, 1990, p.27. 

9 La Fontaine, Fables, Paris, Editions Jean-Claude Lattes, 1995, p.41. 
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chassee au nom de la sincerite prechee a tout prix par le personnage principal, Alceste. Pour 
lui, la devise de vie est contenue dans les vers : 

Je veux qu’on soit sincere et qu’en homme d’honneur, 

On ne lache aucun mot qui ne parte du coeur. 

Alceste refuse la politesse mondaine, il ne veut pas faire la difference entre l’exterieur 
et l’interieur, comme le fait Philinte, le heros sage de la piece. Alceste, lui, il deteste et refuse 
les « bons usages » de la societe, tandis que les mondains (comme Oronte et Celimene) ne sont 
que politesse exterieure. Philinte, a son tour, est un element d’equilibre, un modele 
d’adaptation, il sait distinguer entre l’exterieur et l’interieur, tout en restant sincere ! Mais pour 
Alceste, la politesse signifie simplement hypocrisie ! 

Et aujourd’hui la politesse ? Au-dela des formules de salut ou du vouvoiement, ou est 
l’esprit de politesse ? Est-ce que la jeune generation respecte vraiment les personnes plus 
agees ? et cela tient effectivement de la politesse, ou bien de la reprise d’un modele veritable, 
d’un comportement valable et des moeurs honorables ? En Roumanie, autrefois, dans certains 
villages meme a present, les gens se saluent sans se connaitre, c’est une coutume qu’on constate 
aussi parmi les voyageurs, quand ils se rencontrent au sommet de la montagne. En ville, cette 
politesse est une chimere, c'est Michel Tournier qui en parle, en montrant que c’est de bon ton 
a Paris, par exemple, d’ignorer jusqu’aux noms des voisins de palier ! 

Pour ce qui est des relations entre les parents et les enfants, on constate souvent le 
manque de politesse, mais plutot une democratic des fonnules d’adressation, les enfants 
prenommant leurs parents; ce phenomene est visible egalement dans les relations 
« modemes » entre les eleves et les professeurs, surtout si la difference d’age n’est pas grande. 

La politesse et ses apparences trompeuses represented un sujet de choix pour 
caracteriser un personnage, une generation, une societe, une epoque litteraire; finalement, cela 
devrait etre un exercice quotidien de bonne volonte auquel manque le moindre calcul, pour 
qu’il soit veritable... 
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THE OMNIGRAMA : BETWEEN NACHLEBEN AND METAXA 

Igor Ursenco, PhD Student, ’’Petru Maior” University of Tirgu Mures 


Abstract: The following paper aims on the mechanisms of general intertextual generation. 
Although The post-modernism is creditated, by certain reasons, to be responsible for the 
emergence of Intertextual practice, the alleged evolutionary theories of Intertextuality follows 
almost loyally the alternating types of Theories of literature, thus corresponding to the 
dominant modalities of cultured thinking. 

Keywords: Intertextuality, literary movements, Rhetoric, Postmodern Paradigm, Nachleben, 
Romanian authors 


Studiul isi propune abordarea diacronica, in limitele ingaduite de tema, a unor 
epifenomene complementare intertextualitatii, fiind legate de focalizarea suplimentara asupra 
mecanismelor de generare a acesteia. 

Este si cazul post-modemismului, decelarea anumitor momente (raspunzatoare de 
emergenta specified a grilei intertextuale, deci) nu ar trebui sa ne scape. Asa cum s-a observat 1 , 
perspectiva - §i nu neaparat aparipa! - conceptului de post-modernism trebuie legata de criza 
modemista, adica de „abandonarea modelului cultural antropocentric §i individualist constituit 
in Rcnastcrc, precum §i a conceptului clasic de §tiin(ificitate” 2 . 

Structura de adancime a hermeneuticii premergatoare „secolului luminii” cunostca o 
viziune de consensus a universului prin doua metode specifice: cognitio (reflectarea asupra 
similitudinilor vizibile prin filtrarea calitaplor de suprafa|a ale lucrurilor sau fenomenelor) §i 
divinatio (abordarea adancita a raporturilor universale). Astfel, „in|elegerea” §i „cunoastcrca” 
erau doua modalitap complementare §i coexistente intr-un soi de armonie relativa in familie. 
Pe langa aceste doua noli uni, nu mai putin familiara era intre paturile sociale sarace ale vremii 
si cea de agnosticism radical, intcles ca simulacrum muncli (antagonismul divinitapi supreme 
cu ingerii cazup). 


1 Cf: Harold Bloom, Paul de Man, Jacques Derrida, Geoffrey H, Hartman and Hillis J, Miller (ed.). Deconstruction 
and Criticism, London, Routledge, 1979; J.- Fr. Lyotard, La condition postmoderne, Paris; G. Bachelard, Le 
nouvel esprit scientifique, Paris, 1983; I. Hassan, Pluralism in Postmodern Perspective // Critical Inquiry, 1986, 
vol.12; Kelley, Donald (ed.), The History of Ideas: Canon and Variations, Rochester, N.Y.: University of 
Rochester Press, 1990, Appleby, Joyce et al. (eds.). Knowledge and Postmodernism in Historical Perspective, 
New York & London: Routledge, 1996, A. Dumitriu, Eseuri, Bucure^ti, 1986; A. Mupna, Introducere in poezia 
moderna, Brasov, 1995 etc. 

2 Petrescu I. Em., Modernism / Postmodernism. O ipoteza // D. Adamec p I. Bot (Ed.). Portret de grup cu 
Ioana Em. Petrescu. - Cluj: Dacia, 1991, p. 160 
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In linii mari confirmam acccptia, aproape comuna, data modernismului, cu specificarea 
importanta: paradigma lui trebuie ca prevaleaza incepand cu explozia „Rena§terilor” culturale 
succesive diseminate pe teritoriul Europei (moment la care vom reveni pe parcursul lucrarii). 

Date fiind caile specifice de cvolu(ie, nu vom situa nici conceptul de .piin(ijicitate in 
directa legatura cu procesul artistic-literar. in cazul post-modernismului, de exemplu, 
consideram ca e vorba de o „pseudo-sincronizare” conditional;! de mai mul(i factori. Printre cei 
mai responsabili agen(i responsabili anume doi poarta incarcatura „focosului” revohfiionar: 

optica teoriei relativitdfii (ce pune la indoiala cunoa§terea intuitiva, rational-cmpirica §i 
neaga absolutismul „spa(iu/timp” ori chiar proclama existen|a, complementara, a unor 
modele spa(ialc eclectice etc.) 

dinamica fizicii quantice (reducand categoriile de „spa(iu/timp” si „substan(a/entitate” 
la conceptul de „proces/rela|ie”), cea care a constatat, de exemplu, ca fotonul (corpuscul 
/ unda) nu e altceva decat o forma de lucru/mi§care. 

in acest mod, obiectele si fenomenele privite cu ochiul subiectului - §colit la tradi|ionala 
gnoseologie contemp/ativa, care acorda hegelian 3 primatul vazului, ca localizare a spiritului, 
in detrimentul celorlalte sim(uri: a gustului si mirosului, in special - nu vor mai apare, de acum 
inainte, ca avand entitate proprie, ci drept o inter-conexiune de fapte si evenimente. Sugestiile 
vor fi preluate / asimilate (inclusiv) de §tiin(e care, prin insa§i structura lor, pareau refractare 
unei asemenea interpretari. Astfel, in „Logica dinamica a contradictoriului”, ganditorul francez 
de origine romana Stephane Lupasco va incerca o reconsiderare a logicii lui Aristotel, 
infirmand, printre altele, principiul terfiului exclus §i va depasi rezolvarea - hegeliana, prin 
sinteza - a antagonismelor. 

insu§i subiectul - traitor intr-un spa(iu fara centru organizator, ergo centrifug (filosoful 
german Nietzsche va afirma, fara drept de apel, ca „Dumnezeu a murit!” 4 ) - i§i pune la indoiala 
propria cxistcn(a. Din aceste sucuri tulburi §i-au putut alimenta configura(ia noi directii in 
§tiin|a. Cu titlu de exemplu teleologic - responsabile, explicit, de reflectarea lumii modeme 
scindate in oglinzile suprarealiste de spc(a dadaista, cubista, futurista etc., dar §i de 
repercusiunile implicite asupra intregii literaturi a sec. XX - il putem cita pe cel al psihanalizei. 
Deja dupa parintele psihanalizei Siegmund Freud, stiintclc sociale vor examina §i, deci, reduce 
deformator, individul la intcracpunca dintre instincte si morala socicta(ii, in ultima instan(a. De 
aici si pana la alirmatia lui Alexandru Muhina conform careia „eu- 1 e o iictiunc a empiri§tilor 
englezi” nu e decat un pas. Faptul poate fi urmarit §i in cristalizarea, mai noua, a definirii 
literaturii modeme. Pentm ca „memoria culturala” s-a dovedit a fi pe cat de scurta, pe atat de 
amnezica: de la „dispari(ia locutorie a poetului” (Mallarme) modernist in spatele textului, 
trecand pe la textualistul solitar ce „scrie obiectiv” (in sensul cel mai pur al cuvantului) despre 
... procesul scrierii (fiind unul dintre eroii acesteia) si pana la nihilismul de-constructivist al 
„autorului” generat de „propriul” text. 


3 Hegel G.W. F., Frumosul artistic sau idealul / Estetica, Bucure^ti: Editura Minerva, 1984, p.309 

4 O fraza, intertext si ea, generata de o referinta via Jean paid Richter, pe care Nerval, la randul sau, o insereaza 
pe post de Motto in ciclul de sonete „Hristos pe Muntele Maslinilor”: „Dieu es mort, le siel est vide ... ? Pleurez, 
enfants, vous n’avez plus de pere”! 
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Vom observa aici re-innodarea viziunii artificiale asupra structurii universului in^eleasa 
ca simulacrum, in detrimentul cunoa§terii de consensus enumerate deja, cognitio §i divinatio. 

Indiferent de solu^iilc care vor 11 prouse pe viitor de catre alt,i cercetatori ai subiectului, 
reverberarea notiunilor de mai sus trebuie pusa pe seama depa§irii complexului cultural tributar 
expectativef moderniste a literaturii. Deoarece ar fi sa pornim de la o falsa premiza 
con figurant! aici paradigma post-modernista versus cea modernista, vom urmari problema „Ce 
este sau ce trebuie sa fie postmodemismul?” §i rezolvarea ei prin recuperarea subiectului * * * * 5 . 

Cu unele exceptii notabile, interpretarile „post-modemiste”, inclusiv cele consacrate de 
bibiografia oficiala, evita cu o insistent suparator de abila, am putea spune, rezolvarea 
integrativ-individuala a crizei moderniste. Eseul justificator „Ce a fost modemismul?” 6 vine sa 
suslina cu indreptatire allrmatiilc: „In masura in care mai suntem inca modemi a§ zice ca 
suntem Copiii Umanismului si ai Iluminismului. Pana la un anumit punct a fost triumful 
intelectului acela de a identifica §i izola foficlc irationalului. Pe de alta parte cauza triumfului 
a revigorat curentul subteran antiintelectual, pe care, atunci cand ajunge la suprafat,a, prefer sa- 
1 numesc post-modern”. 

In aceea§i cheie Gerald Graff dcnunt,a post-modernismul literar drept „unul dintre 
miturile centrale ale contraculturii, menit sa autorizeze o celebrare antiintelectuala a energiei 
vitale brute si un ethos al hedonismului iresponsabil” 7 . Ceea ce face Ihab Hassan, printr-un gest 
recuperator, este sa accepte tolerant „arta pop §i tacerea, cultura de masa si deconstructivismul, 
Supermen §i Godot” 8 . 

Pe continentul european, dezbaterile modernism versus post-modernism au cunoscut o 
cvolufic mai rctinuta, si vom aminti aici disputele initiate in Italia de Gianni Vattimo referitor 
la „sfar§itul modernitapi” si, circumscrise acesteia, a „metafizicii” sau a „gandirii tari” 
(universala, egocentrica, intoleranta) §i aparitia, in compensare, a „gandirii slabe” 9 specified 
post-modemismului. 

Daca am incerca o sintetizare a acestor viziuni, va trebui sa le repartizam in, cel pupn, 
doua grupuri, confirmand o situatic cu totul speciala. 


Prin expectafie literara intelegem un sistem de legi, principii nescrise ale acestui complex cultural - propriu 

tuturor „epocilor”, „perioadelor”, „curentelor”, sistemelor literare - cu repercusiuni restrictive dar §i prescriptive, 

avand in vedere valoarea universala a complexului care ar da seama, chipurile, de rolurile, functiile, drepturile §i 

obligaliile „autorului” sau „lectorului” 

5 loana Em. Petrescu propune „drept criteriu de diferenfiere a celor doua modele culturale - modernismul si 
postmodemismul - de-structurarea, respectiv re-structurarea categoriei individualului”, la care subscriem fara 
rezerve. Cf. Petrescu I. Em., De la citat la grefa textuala // D. Adamec §i I. Bot (ed.), Portret de grup cu loana Em. 
Petrescu., Cluj Napoca: Editura Dacia, 1991, p.160 

6 Harry Levin, What was the modernism. New York: Oxford University Press, 1966 

7 Graff, Gerald, The Myth of the Postmodern Breakthrough / Literature Against Itself, Chicago: University 
of Chicago Press, 1979, pp. 31-62 

8 Ihab Hassan, Sfa§ierea lui Orfeu (Postfata) // Caiete critice, 1986, nr. 1-2, p. 181 

9 Vattimo, Gianni, II pensiero debole, Milano,1983, apud Matei Calinescu, Cinci feje ale modernitatii, Bucure^ti: 
Editura Humanitas,1995 
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Primo, cand post-modemismul este acceptat ca perioada de trecere dinspre exacerbarea 
crizelor modemiste spre ceea ce va indica insasi practica literara - admitere, de altfel, 
complementary injelegerii noastre. 

§i secunclo : categoriei de post-modernism i se aplica un tratament in regim de curent 
(dirccpc, mi scare) literar - §i trebuie sa rccunoastem ca putem vorbi despre acest lucru mai 
degraba ca asumare teoretica, pastrand anumite rezerve, lircstc. Vom putea vorbi despre 
except) i fericite, de fiecare data, cand vom face referire la procesul de real- izare §i, deci, 
restructurare a categorieie eu-lui. in opinia noasra, strati licarca intertextuala proferata de 
postmodernism doar textualizeaza lumea ca proces noumenal in detrimentul fenomenologiei 
modemiste, de unde si problema majora daca putem vorbi despre anamneza culturala ori 
libertate auctorilala nelimitata in ceea ce o priveste. 

Indiferent de detaliile aferente, ambele accept) i ne conduc spre o intclcgcrc restrictive 
a fenomenului, pe care preferam sa-1 numim post-modernism (scris prin cratima, care e 
cordonul sau ombilical asfixiant dcsi hranitor!) sau modernism tarziu. De acum incolo, post- 
modemismul i§i poate elabora configurapa doar ca epifenomen, pcrmitand conceptului de 
intertextualitate sa-si croiasca propria cale conliguratoarc si sa-§i reveleze propriile calitap 
artistice, avand in vedere ca in literatura de specialitate deja au fost exprimate opinia ca ar mai 
fi existat fenomene literare apropiate postmodemismului prin categoriile poeticului 10 . 

In masura in care propuneam dcsparprca de modernism pentru transmodernism prin 
post - modernism (ramanand, ca sa parafrazam o expresie a lui Harry Levin, copiii nimanui) 
calea de a supraviepri acestei stari de indeterminare si de a o depa§i, cat mai curand posibil, e 
de cautat inca in rezervele neexploatate ale dimensiunii intertextuale. Rapunca pentm care 
devine cu putina acest capitol trebuie ca rezulta aadar tocmai din faptul ca nu poate evita 
intrebri princip(i)ale, unele formulate deja. In primul rand cele in ordinea legitimarii cadrului 
propriu-zis de actiune a intertextualitii, cat si a motivarii lui axiologice. 

Desi a venit ca o sinteza a complementaritatilor culturale din epocile istorice 
precedente, presupusul dosar evolutiv al teoriilor intertextuale urmeaza aproape ftdel 
altemarea celor patru tipuri de teorii ale literaturii, corespunzand modalitatilor dominante ale 
gandirii pe care le urmareste M. H. Abrams * 11 §i anume: 

• teoriile mimetice (centrate pe Univers) 

• teoriile pragmatice (avand in centm Publicul ) 

• teoriile expresive (axate pe Autor) si 

• teoriile obiective (stmcturate in juml Operei). 

Pana a ajunge in impasul actual previzibil - cu fonnele sale cele mai accesibile: 
revizitarea —, cercetarile dedicate intertextualitatii au incepu sa dreneze actualmente intre 
discutiile cu caracter normativ pana a genera Poetici descriptive pe linia lui Boileau. Astfel, 
intr-o monografie dedicata intertextualitatii, cercetatoarea din Federatia Rusa Natalia 


10 3aTOHCKHH /X, I (oCTMO^CpilHiM B HCTOpH'ICCKOM HIlTCpbCpC // BonpOCtl JlHTCpaTVpM, 1996, JS»3, C.205 

11 M. H. Abrams, Orientation of Critical Theories/The Mirror and the Lamp. Romantic Theory and the Critical 
Tradition, Oxford: Oxford University Press, 1971 
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Kuzmina 12 emite ipoteza cS ultima ar constitui criteriul valorii estetice a textelor literare 
precedente 13 (de exemplu, traducerile din „Iliada" §i „Odiseea" lui Homer, Biblia etc.), avand 
in vedere ca ulterior anume aceste traduceri obtin calitatea de prototexte 14 ce influenteaza 
decisiv alte texte din limba respectivS (metatexte 15 )”. 

Desi valabile pentru o zona culturalS limitatS geografic vorbind - dacS luSm in calcul 
faptul ca mostenirea iudeo-greco-latinS este perpetuatS, preponderent, in Europa si cele douS 
Americi - asertiunile de mai sus readuc in discutie problema canonului. E suficient sS invocSm 
aici o lozincS ce a fScut carierS internationals: „ar putea li scrisS o istorie a criticii doar pe baza 
interpretSrilor succesive a pasajelor dominante din „Poetica” lui Aristotel” 16 . Or, logica 
aristotelicS opereazS numai cu binomul „fals”-„adevSrat” §i se bazeazS pe trei principii: 

(a) „identitate” (adicS cum eu nu sunt acela§i cu mine insumi?), 

(b) „nccontradictic” (nu pot, simultan, sa fiu §i aici si in altS parte) si 

(c) „tcrt exclus” (ceva nu poate fi decat „adevarat” sau „fals” - o alta posibilitate este 
exclusS). 

Mai mult, alSturarea celor trei elemente constitutive poate provoca o anumitS rezervS 
pe deplin inteleasS. in fond, cele doua notiuni — canonul si intertextualitatea — intrS in relatie 
semantica de oximoronie. Dar din anume acestS incompatibilitate poate decurge o provocarea 
intelectualS si miza majorS pentru concluzile acestei cercetSri anuntate. Or, asa cum vom 
demonstra pe parcursul lucrSrii, traditia si diferitele forme (explicite sau implicite) de raportare 
la aceasta vor atrage cu sine (rezultand in) tot atatea repercusiuni ale efectelor culturale generate 
de o anumita dependents autoritarS. FSrS a intra intr-o discutie extinsS, va trebui sS demonstrSm 
cS orice trimitere la tennenul de „canon” are, si nu poate fi altfel, decat referire 17 la o formS 
mai mult sau mai putin evidentS de putere. AdicS orice fel de autoritate implicitS, initial 
teologicS (Divinitatea si preceptele ei sacre), profanS (negativ divinS), apoi ideologies, politics, 
eticS, emicS, inclusiv literarS (culturalS). Pentru cS, asa cum avertiza Roland Barthes intr-un 
„Aide-memoire la vechea retoricS”, retorica nu e decat numele oficial folosit pe parcursul 
deceniilor pentru „uzanta clasicS a limbii literare” 18 . 

De acum incolo, ceremonia autocratiei si o anumitS rigoare olicialS indusS de eroticism 
paternal (in sens psihanalitic) va li substituitS de presupusa alternativS la democratic si 


12 KyibMHiia H.A., HiiTcpTCKc r h ero porn, b 3bojiiouhh no3 t mh ec k o ro aaniKa, EKaTepHH6ypr: HanaTcnbCTBO 
Ypaji, Omck: Omckhh rocyHHBepcHTeT, 1999 

13 Cu sensul de „fenomen major din cadrul unei culturi nationalc, cunoscut majoritatatii absolute a purtatorilor 
acesteia, §i referintele relativ frecvente la care sunt u§or de inteles sau decodate cu u^urinja de catre destinatari”. 
Cf., KyibMHiia H.A., HHTepTeKCT u ero pom, b sbojiioiwh nosTnuecKoro aaniKa, EKaTcpnnoypr: IdiaaTcnBCTBo 
Ypaji, Omckhh rocyHHBepcHTeT, 1999, c. 219 

14 Texte de baza, primare, suport pentru crearea de alte texte 

15 Texte secundare /derivate 

16 M. H. Abrams, The Mirror and the Lamp. Romantic theory and the Critical Tradition, Oxford: Oxford 
University Press, 1971, p. 11 

17 De la latinescul „refero” - ecou, rasunet, imitatic, eliberare, furnizare, restituire, inapoiere, feedback, 
reintoarcere, revenire sau recul 

18 Roland Barthes, The semiotic chalenge, BerkeleyLos Angelcs'London: University of California Press, 
1994, p. 11 
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ereticism (mental). Prin urmare nu mai putem vorbi despre intertextualitate (ca esenta), ci 
despre intertextualism heterotopic ca functionalitate retorica (intertextuala). 

Astfel, atat imbratisarile categorice cat si respingerile vehemente in campul intertextual 
pot da seama pentru cest motiv de abordari eronate, inclusiv in viata culturala autohtona. In 
cele ce urmeaza ma voi referi pe scurt la seria de interviuri plasate la rubrica „Ancheta lui 
Dinescu”, publicate periodic in revista galateana „Dunarea de Jos”. Ni se pare foarte interesant 
de urmarit cum raspunsurile (si anume: daca „intertextualitatea e o forma culturala „elitist”- 
cleptocrata” 19 ) variaza in functie de lecturile personale in aceeasi masura - sau daca nu chiar 
predominant - de constiinta apartenentei generationiste ale intervievatilor de pe ambele maluri 
de Prut. 

De exemplu, Victor Cilinica congenerul literar lui Mircea Cartarescu, e dispus sa 
surprinda in fundatia intertextuala ce sta la baza poemului „Levantul” o eleganta „arta in a 
fura” 20 , in timp ce criticul saizecist Theodor Codreanu considera sa puncteze inexorabil chiar 
din start: „Diferenta dintre Levantul lui Mircea Cartarescu si Divina Comedie a lui Dante este 
cea de maniera si stil” 21 . Mai mult, teoreticianul literar stabilit la Husi reformuleaza din mers 
intrebarea structuratoare a anchetei generale (chiar daca ii admite intertextualitatii „o forma 
culturala, elitista de cleptomanie”), punctand polemic ca, citez exact, „nu poti trai la nesfarsit 
din parodie si plagiat eufemizat in intertextualitate” 22 . 

Alt reprezentant al generatiei pre-optzeciste, Nicolae Bacalbasa, sustine, la randu-i, 
ideea complementara ca „impostura a nascut postmodemismul si intertextualtatea” 23 , 
invocand, ca intertextualis extremis, tentativa neelucidata a prozatorului rus Mihail Solohov de 
a pune mana pe manuscrisele inaintasului sau Boris Pilniak, torturat in rastimp de politia 
politica sovietica. Participants la ancheta, Doina Uricariu invoca in acest context deturnat un 
pasaj personal legat de un poet (nenumit) care i-ar fi „plagiat zeci din poemele” 24 sale. 

in cazul altor intervievati se observa atentia pentru detaliul cultural. Simion 
Bogdanescu, de exemplu, leaga fenomenul de „tendintele agresive ale fenomenelor lucrative 
subculturale” 25 , prevazand trecerea „de la intertextualitate la transciplinaritate” ca „o simbioza 
intre modernism si traditionalism” 26 . Aceasta idee este foarte bine sintetizata de Ovidiu 
Ghidirmic: „Intertextualitatea nu este, in niciun caz „elitista”, ci mai degraba „democratica”. 
Astazi ea a devenit „cleptocratica” numai pentru ca este „la moda” si, deci, la indemana 
tuturor” 27 . 


19 Viorel Dinescu, Dialoguri Socratice, Galati, Editura Axis Libri, 2010 

20 Ibidem, p. 103 

21 Ibidem, p. 109. Tot acolo este dezvoltata ideea sa ca (Mircea) „Cartarescu a scris o capodopera „manierista 
urmand canonul parodiei postmoderniste, dar dincolo de spelndorile de artificer al cuvantului se ascunde nimicul. 
In schimb, la Dante, dincolo de cuvinte se afla chiar poezia”. 

22 Ibidem, p. 107 

23 Idem, p. 77 

24 Dinescu, Viorel. Dialoguri Socratice, Galati, Editura Axis Libri, 2010, p. 249 

25 Idem, p. 96 

26 Ibidem 

27 Dinescu, Viorel. Dialoguri Socratice, Galati, Editura Axis Libri, 2010, p. 140 
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Dintre basarabenii vizati de „dialogurile socratice” retinem raspunsurile criticului 
Mihai Cimpoi si a poetului saizecist Nicolae Dabija. in timp ce primul admite ca „am putea 
vorbi despre o Poiana a lui Iocan (eroul omonim din romanul „Morometii” lui Marin Preda - 
n.n.) in cultura in care fiecare intra cu o parere a sa si cu o anumita ierarhie a valorilor si iese 
de acolo tot asa cum a intrat” 28 , ultimul pretexteaza o adevarata rafuiala - on site si off site - 
cu adversarii sai optzecisi, practicanti intertextuali prin excelenta. Atribuindu-le din oficiu 
intentii „revizioniste” asa-zisilor „post-modemisti” basarabeni, Dabija „constata cu tristete ca 
in ultimii 15-17 ani” acestia „nu au scris texte, ci doar manifeste” 29 , sfarsind intr-o „generatie 
imbatranita cu biberonul in gura” preocupata de „mimarea infinitului intr-o cutie de chibrituri, 
decupaje accidentale, (...) ironia fara obiect, pastisarea postmodemismului romanesc” 30 . In 
subsidiar, interventia sa pare sa fie o reglare de conturi interna cu imputatiile care i se aduc, 
„mai cu cartile altora pe masa” 31 , privind frecventarea deloc inocenta a inaintasilor estetici de 
peste Prut. 

Urmand o linie similara chiar daca dintr-un alt punct geologic, doi dintre colegii sai din 
dreapta Prutului rezoneaza pe masura. Pentru Ion Manea, de exemplu, intertextualitatea este 
„un fel de mediu primitiv in care se dezvolta, intr-o entuziasta promiscuitate, mormolocii 
noului analfabetism - analfabetismul global” 32 . Si scriitorul Dumitru Ion Dinca transcede 
abordarea individuala a fenomenului, atribuindu-i fenomenului in discutie metehnele unui 
„sistem care-si apara nu valorile culturale, ci o serie de privilegii de nebanuit” 33 , concluzie 
generalizata cu multa plasticitate ideatica de Emilian Marcu: „Papionul, in cultura, este nimerit 
numai pentru circari” 34 . Este interesanta si paralela cu practica textualismului romanesc, „o 
forma mascata a autoritatilor vremii, capii sistemului totalitar, prin care i-au manevrat pe 
scriitori, naivi in exuberanta lor, expediindu-i in lumea teoretizarilor, a ingineriilor textului, 
abatandu-i de la marile probleme care zguduiau socetatea romaneasca a momentului. refugiul 
in textuare a generat mai multa ipocrizie infantila decat demers responsabil” 35 . 

in incheierea dosarului de receptionare „Ancheta lui Dinescu” e de remarcat faptul ca 
cele doua scriitoare intervievate, Ileana Cudalb si Doina Uricariu, se numara printre putinii 
autori dispusi sa ofere raspunsuri documentate asupra intertextualitatii in textele apostolice, 
prima neuitand sa indice „cultura populara” 36 , iar cea de-a doua - practicile judiciare modeme 37 
pe lista codurilor premergatoare notiunii stiintifice de intertextualitate. 


28 Idem, p. 15 

29 Idem, p. 25 

30 Ibidem 

31 Pentru detalii a se vedea: Emilian Gaialicu Paun, Poezia de dupa poezie (Ultimul deceniu), Chisinau, Editura 
Cartier, 1999, p. 60 Astfel, in opinia eseistului basarabean optzecist, „Balada” (lui Dabija) e argheziana atat ca 
vocabular, cat si ca sintaxa”, pe cat poemul „Omul-pasare” e frate siamez cu stanescianul „Omul-fanta” 

32 Viorel Dinescu, Dialoguri Socratice, Galati, Editura Axis Libri, 2010, p. 158-159 

33 Idem, p. 132 

34 Idem, p. 165 

35 Idem, p. 140 

36 Idem, p. 126 

37 Idem, p. 249 
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Dupa noi, abordarea intertextuala contemporana face o bresa ireversibila in epistema 
traditionala de structurare a istoriei literare (de exemplu, pune in lumina inutila orbita 
mi§carilor artistice clasicizate: „clasicism”, „romantism”, „simbolism”, „expresionism” ori 
„avant-garda” cu toate manifestarile ei eclectice periodice) sau a perioadelor istorice culturale 
(fie ca e vorba despre „renastere”, „baroc”, „modemism” sau, mai nou, postmodernism”) 
printr-o abordare prospectiva care sa faciliteze „domesticarea” discursurilor exteme si/sau 
„forenizarea” celui intern. Recunoastem faptul ca anume aceasta imagine „heterotopica” 
(Michel Faucault) o aveam in vedere atunci cand propuneam constituirea notiunii de metaxa 38 
ca alternative viabila la evolutia diacronica a culturii. 

lata mai jos schema generala a (post)poeticii, plasata la confluen(a disciplinelor 
umaniste (lingvistica, semiotica, teorie, critica §i istorie literara, retorica, stilistica, literatura 
universala si comparata) si cea a studiului limbilor clasice indo-europene: 


Reversibilitate 

(cronotop) 

retroactiv 

prospectiv 

introspecti 

V 

Tangibilitate 

(ideologie) 

. 20 

eutopie 

• 40 

anomie 

heterotopi 

e 41 

Permeabilitate 

(domenii ale 

poeticii) 

arhitext 42 

genotext 43 

intertext 44 


Asa cum observa semiologul Iury Lotman, „ceea ce in domeniul limbii si-a pierdut 
semanticica autonoma prin textele literare este supus semantizarii secunde §i vice-versa” 45 , 
explicate datorata probabil „capacitatii textului de a pastra amintirea contextelor care 1-au 
precedat” 46 . Faptul ca „textul nu este doar generator de noi sensuri, dar si condensator de 
memorie culturala” 47 era intuit deja spre finele secolului al XlX-lea de catre iilozoful limbii 


38 Igor Ursenco, Metaxa si post-literatura: o grila // Revista Asociatiei de literatura generala si comparata, 
Bucuresti, 2015 

39 Eutopie (grec.) - utopie pozitiva, cu sensul de „perfect”, dar diferit de „fictiv” 

40 Anomie (grec.) - comportament asocial, ca rezultat al conflictelor intre „cultura" ?i „structurile sociale”, 
manifestata prin criza ontologica si lipsa de eficienta a normelor sociale in calitatea lor de mijloc de reglementare 
normativa de conduita 

41 Heterotopie (grec.) - realitate virtuala („alt loc”) cu functie escapista 

42 Cu accent pe transtextualitatea lui Gerard Genett 

43 Se refera la generarea textuala preponderenta la nivelul gramaticii poetice (morfologie, fonetica si sintaxa) 

44 Pe linia „anxietatii de a fi influentat” avansata de Harold Bloom 

45 JIOTMaH lO. M., BHyTpH MUICJUtlHUX MHpOB (HeJIOBCK - TeKCT - CCMHOC(|)epa - ucTopua), MoCKBa: 
H3,iaTC-ii>CTBO Pa.iyra, 1996, c. 222 

46 JloTMaH K). M., BnyTpu mbicjihiiihx MHpoB ( l Icjiobck - tckct - ceMHOC(|)epa - hctophh), MocKBa: Pa/iyra, 
1996, c. 21 

47 Idem 
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Alexandr Potebnea, surprinzand cu multa claritate „imobilitatea relativa a imaginii raportata la 
volatilitatea continutului” 48 . 

Prin urmare, continutul unei opere finalizate nu se mai dezvolta in mintea artistului, ci 
in cea a receptorului 49 , fapt remarcat si la criticul roman Titu Maiorescu: „Cuvintele auzite nu 
sunt material, ci numai organ de comunicare. (...) Materialul poetului nu se afla in lumea 
dinafara; el se cuprinde numai in conpiiipa noastra si se compune din imaginile reproduse ce 
ni le depeaptci auzirea cuvintelor poetice” 50 (s.n. - I.U.). 

Se pare ca aceasta particularitate a inteligentei psihice umane i-a atras ulterior atentia si 
lui Mihail Bahtin, atunci cand sustinea spune orice enunt „este construit de la bun inceput luand 
in considerare totalitatea reactiilor posibile 51 in adresa sa. Astfel ca notiunca de intertextualitate 
i§i va putea revendica oricand legimitatea, in regimuri politice si registre artistice antagoniste. 
Ramane notoriu exemplul singular al lui Mihail Bahtin care, fara sa utilizeze termenul, ii 
traseaza in schimb registrul de ansamblu. lata doar cateva spicuiri din lucrarea consacrata 
problemei textului 52 : 

„Evenimentul vie(ii unui text, adica cscnta lui, se dezvolta la frontiera dintre doua 
constiinlc [...]. In realitate si obiectul, si viziunea poetului, §i mijloacele de exprimare se 
formeaza in procesul crcapci [...]. Cuvantul luat intre ghilimele, adica perceput si utilizat ca 
strain, non-personal, §i acclasi cuvant utilizat fara ghilimele” 53 . 

Faptul ca cercetatorul extinde spectrul discufiei inafara limbajului verbal nu numai ca 
nu ii diminueaza din valoare, ba chiar ii permite generalizari de natura legica cu bataie lunga, 
asa cum o va demonstra dosarul receptarii bahtiniene in toata lumea: 

„Textul infeles drept monada specifica, continand in interiorul sau toate textele [...] 
Rclatiilc dialogice intre texte §i in cadrul textului. Caracterul lor deosebit (nelingvistic) [...] 
textul (spre deosebire de limba infeleasa ca un sistem de mijloace) nu poate fi tradus definitiv 
niciodata, data fund incxistcnta potcnpala a unui text al textelor unic” 54 . 

Sau iata o memorabila ars intetextualia, valabila atat prin elocvenfa expunerii, cat si 
prin forta ei de clocinta: „opera constituie o veriga din circuitul vorbirii” sau „a invafa sa 
vorbe§ti (la fel ca §i a scrie - 1. U.), inseamna sa invefi a construi enunfuri (pentru ca noi vorbim 
prin intermediul enunturilor §i nicidecum al propozifiilor §i, desigur, al cuvintelor)” 55 . 


48 rioTeOHfl A. A., tl ihiK h Hapo.iHocTb / 3cTeTHKa h no3THKa, MocKBa: 1976, c. 176 

49 Ibidem, c. 180-181 

50 Maiorescu Titu, O cercetare critica asupra poeziei romane de la 1867 / Critice, Bucuresti: Editura pentru 
Literatura, 1967, p.l 1-12 

51 BaxTHH M. M. IIpo6jieMa TCKCTa b jiHHrBHCTHKe, (|)HJioJiorHH h ppyrux ryMaiiHTapiibix HayKax / 3cTeraKa 
caoBecHoro TBopuecTBa, MocKBa: HcKyccTBo, 1986, c. 290-291 

52 Intreaga exegeza, structurata pe teze-enunfuri, dispune de un potential §i sugestii teoretice nelimitate, care i§i 
a^teapta inca intcrprctii valoro^i 

53 BaxTHH M. M. l lpoO-ievia TCKCTa b JiHHrBHCTHKe, (|)HJiO-ion-m h ppyrux ryviaiiHTapiibix iiayKax / ScTCTHKa 
caoBecHoro TBopnecTBa , MocKBa: HcKyccTBo, 1986, p. 300-301 

54 Idem, p. 299-300 

55 BaxTHH M. M. IIpo6-ie\ia TCKCTa b JiHHrBHCTHKe, (|)HjioJioniH h apyrnx ryMaitHTapiibix iiayKax / 3cTeTHKa 
caoBecHoro TBopnecTBa , MocKBa: HcKyccTBo, 1986, p.271 
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Teoria enun(urilor se va constitui intr-o dimensiune polifonica a comunicdrii, care e 
incorporate textului uman general, asaclar. Aceste consccintc se pot dovedi in multe privinje 
profitabile pentru studiul literarturii, si expunerea ce urmeaza poate confinna ascrtiunca 
formulate. 

Mai intai de toate - precizare absolut necesara - ea scoate definitiv din circulate 
notjunilc de felul lan} al vorbirii, subiect (care asculte, intclcgc si vorbe§te) etc. Astfel, 
vorbitorul este totodate si cel care raspunde : „el nu e primul care vorbestc, primul care a 
intrerupt tdcerea eternd a universilui. Aceasta presupune nu numai sistemul limbii pe care o 
vorbe§te, dar si cxistcnta unor enun(uri anterioare - proprii ori strdine - care intrd in rela(ic cu 
enuntul dat (se re fere la ele, polemizeaze cu ele sau le presupune ca fiind cunoscute). Fiecare 
enun( e o verige din rc(caua complexe a altor enun(uri” 56 . Totodate, precizare importante, 
„ultimile” cnun(uri rctinutc de con§tiin|d sunt inerente enun(urilor care le vor urma. 

Nici obiectul (tema) de referin(d nu constituie o noutate: despre el s-a vorbit deja, „a 
fost examinat si apreciat in mod diferit, in baza lui s-au incruci§at sdbiile, au coincis ori au 
distorsionat punctele de vedere” 57 . 

A§adar orice „enun( e rezonatorul ecourilor din cadrul altor cnun(uri prin care e legat 
de comunitatea sferei vorbirii; procesul de insu§ire a vorbirii si a scrierii trebuie considerat - 
cu o anumite doze de aproximatic - drept unul de „asimilare, mai mult sau mai putin creatoare, 
a cuvintelor strdine (§i nu ale limbii). Altfel spus, „toate enun(urile (inclusiv operele de crca(ic) 
conjin „cuvinte streine” asimilate, con§tientizate §i relevate in mdsurd diferite” 58 , dar exact 
„cuvinte din alte cnun(uri, existente deja, similare prin comunitatea temei, compozi(iei, 
stilului”. Numai in acclasi context poate fi intclcasa si allrmatia sa confonn careia „orice voce 
creatoare plauzibild, in realitate e doar a doua <...>. Scriitor trebuie considerat doar cine e in 
stare sd modeleze limba dar inafara ei, adied cel care vorbepe indirect' 59 . 

In sfar§it, mai existd un alt moment hotdrator care trebuie luat in considerate la analiza 
intcrtcxtualitdtji, si anume atitudinea fa(d de sine a creatorului propriu-zis 60 . Or, „stenograma 
gandirii umaniste e intotdeauna o stenogramd a dialogului de tip special: complexitatea rcla(ici 
dintre text (ca subiect de studiu §i re Hectic) si incadrarea sa contextuala (a celui care intreabd, 
contestd, etc.) prin care se realizeazd gandirea cognitive §i evaluatoare a omului de §tiin(d. 
Aceasta este intalnirea dintre doud texte, (inalizat §i reactiv, prin urmare intalnirea a doi 
subiecti, a doi autori. Textul nu este obiect, motiv pentru care o a doua constiintd, con§tiin(a 
destinatarului, nicidecum nu poate fi eliminate sau neutralizatd” 61 . 

Asadar, in cazul in care admitem cd intertextualitatea nu e o practice radioestezied 
asemenea indeletnicirii vechilor cdutdtori de surse de apd potabild, ea ar trebui investitd cu 


56 Idem, p.261 

57 Idem, p. 289 

58 Ibidem, p. 283-284 

59 Idem, p. 305 

60 Idem, p. 318 

61 EaxTHH, M. M., 3cTeTHKa caoBecHoro TBopaecTBa, MocKBa: II'riaTC-ibCTBo HcKyccTBO, 1979, c. 285 
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proprietatile unui mecanism, general si generalizat, care proiecteaza „ego”-ul poetic „printr-un 
sistem complex de relationare prin opozitii, identificari si camuflari cu textele altor autori” 62 . 
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